

























































of( tonal( art(music.(While( some( recent( publications( have( studied(various( ethical( situations(
involving(music,(none(has(taken(the(theoretical(engagement(with(Western(Art(Music(as(its(
starting( point.( I( argue( that( the( role( of( such( theoretical( engagement( within( contemporary(
philosophical(and(political(debates(should(be(re@evaluated.(
( The(thesis(is(divided(into(three(parts:(Part(I(comprises(Chapters(One(and(Two,(Part(II(
comprises( Chapters( Three( and( Four,( and( Part( III( comprises( Chapter( Five.( Part( One( is(
concerned(with(the(philosophical(underpinnings(of(the(postmodern(current(of(contemporary(
musicology.(Chapter(One(examines(recent(literature(on(the(intersection(of(music(and(ethics,(




959.( Chapter( Three( counters( the( claim( that( traditional( analytical( engagement( fails( in(
Schubert’s(music(with(two(complementary(analyses,(which(contribute(to(an(understanding(of(
the( construction( of( subjectivity( in( Schubert’s( oeuvre.( In( so( doing( I( advance( the( concept( of(
‘materialist(dialectics’,(a(method(of(engaging(both(with(the(idealist(elements(that(characterize(
traditional(music( theory,(and(with(the(material(elements(of(both(politics(and(performance.(
Chapter( Four( generalizes( this( approach,( grounding( it( in( early( twentieth@century( Marxist(
thinking,(and(applying(it(to(a(wider(discussion(of(gender(in(music.((
( Part( III( expands( the( materialist( consideration( of( music( to( encompass( musical(
performances.( I( demonstrate( several( inconsistencies( in( the( discourse( of( ‘Music( as(
Performance’.(In(order(to(resolve(them,(an(analysis(of(the(second(movement(of(Mahler’s(Fifth(
Symphony—applying(the(materialist(dialectics(of(Part(II—shows(how(a(theoretical(approach(
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Council,.whose.provision.of.a. studentship.made. this. thesis.possible,.and. to. the.music.
department. of. Royal.Holloway,.University. of. London,.who. nominated.me. for. it,. and.
provided.a.studentship.for.the.Master’s.degree.that.preceded,.and.ultimately.led.to,.the.
current.project...















members.of. the.Critical.Theory. for.Musicology.Study.Group:.Katie.Cattell. and.David.
Curran,.who.can.be.relied.upon.to.provide.informed.discussion.of.Hegel,.or.to.get.me.out.
of.it.and.into.the.pub.instead..I.could.not.have.done.this.without.you,.either...
. Several. people.within.Royal.Holloway. have. been. unflinching. in. their. support..





interviews,. and. on. several. occasions,. stapling. equipment.. The. safe. conclusion. of. this.





me. a. life. away. from. this. research.. To.my. erstwhile. housemates,.Cecily. Long,.Alistair.
























































































































circumscribed+ the+ limits+ of+ what+ constituted+ ‘music+ as+ music’.+ But+ here,+ one+
encounters+ two+ problems.+ First,+ the+ rhetorical+ intent+ of+ both+ ironic+ questions+ is+ to+
highlight+that+it+is+precisely+this+quality+of+music+that+is+so+inaccessible+to+language—
that+what+is+most+valuable+about+music+is,+to+use+its+proper+term,+ineffable.+Second,+at+
least+ since+ the+ dawn+ of+ the+ New+Musicology+ around+ 1985,+ it+ has+ been+ extremely+
problematic+ to+ talk+about+ ‘music+as+music’+so+simplistically.+As+will+be+explored+in+










musical+ experience+ that+ is+ commonly+ separated+ from+ historical,+ sociological,+ or+
anthropological+articulation,+something+that+strains+towards+autonomy—in+Walter’s+
own+words,+something+of+‘pure+music’.+Thus,+the+two+tensions+in+Walter’s+question+









forever)’.3+ The+ fact+ that+ there+ is+ something+ (to+ use+ another+ unpopular+ term)+
‘transcendent’+ about+music—in+ the+ sense+ that+ it+ escapes+ the+ confines+ of+ language,+
history,+and+the+social—is+at+the+same+time+the+reason+it+is+such+an+important+thing+to+
write+about.++














invokes+ ‘that+part+of+ [her]+sensibility+that+remains+residually+ invested+in+the+notion+
that+music+is+beautiful,+even+transcendent’.5+Leo+Treitler+explains+his+resistance+to+the+












has+ been+ echoed+ by+ Rose+ Rosengard+ Subotnik:+ ‘even+ if+ this+ music+ [of+ the+
















9+ Rose+ Rosengard+ Subotnik,+Deconstructive' Variations+ (Minneapolis:+ University+ of+ Minnesota+ Press,+
1996),+200.+
! 13!
+ Like+ a+ return+ of+ the+ repressed,+ the+ ‘purely+musical’+ aspect+ of+music+ haunts+
musicology.+No+matter+that+it+is+small,+fragile,+potentially+fictitious;+despite+the+fact+
that,+ by+definition,+ it+ has+ nothing+ to+do+with+ ordinary+ life+ (and+ therefore+ ordinary+
language),+it+seems+to+be+the+reason+people+want+to+write+about+music,+even+music+in+
ordinary+ life,+ at+ all.+ Thus+ far,+ these+ ironies—that+ those+ advocating+ for+ a+ distinctly+






final+ ‘roundtable’+ discussion+ of+ a+ graduate+ students’+ conference.+ The+ topic+ under+
discussion+ was+ ‘the+ future+ of+ music+ analysis’,+ and+ one+ of+ the+ things+ under+
consideration+ was+ whether+ that+ future+ included+ a+ greater+ awareness+ of+ ethical+
responsibility.10+ Those+ few+ students+ who+ were+ working+ on+ musical+ ethics+ spoke+
enthusiastically+ in+ support+ of+ this+ proposal,+ contending+ that+ ethical+ considerations+
should+ form+ the+ core+ of+ any+ academic+ procedure,+ but+ they+were+met+with+ strong+
opposition.+ There+ were+ two+ main+ disagreements+ with+ the+ idea+ that+ ethical+
considerations+ should+ form+ part+ of+musicological+ consciousness.+ First,+ it+ could+ be+
argued+that+music+analysis+and+social+or+political+issues+should+be+separable:+analysts+
might+ bemoan+ a+ perceived+ restriction+ of+ their+ opportunities+ to+ examine+ ‘purely+
musical’+phenomena.11+Such+an+opposition+partially+rejects+one+of+ the+ foundational+
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10+ The+ conference+ was+ the+ Society+ for+ Music+ Analysis’s+ ‘Theory+ and+ Analysis+ Graduate+ Students’+









The+ second+ opposition,+ of+ greater+ interest+ in+ the+ context+ of+ this+ thesis,+ is+
founded+ on+ the+ broadly+ liberalprelativist+ philosophy+ dominant+ in+ the+ twentypfirst+
century.+Concretely,+it+was+argued+that+since+that+there+are+no+ethical+absolutes+(with+




music+ studies+ should+ harden,+ dogmatically,+ into+ a+ call+ to+ a' certain' type+ of+ ethical+
practice.+Might+everyone+be+forced+into+feminist,+Marxist+or+queer+interpretations+of+







































were' scattered!'Gusts' of' splendour,'gods' and'demigods' contending'with'vast' swords,'























a+ concern+ for+ the+breadth+of+meaning+ that+music+ can+accommodate.+Writing+about+
music,+in+fixing+an+interpretative+position,+immediately+has+ethical+implications.+Not+
merely+in+the+type+of+interpretation+that+it+puts+forth—which+might+be+more+or+less+
‘moral’,+ depending+ on+ the+moral+ code+ in+ force+ at+ the+ time—but+ in+ the+ very+ act+ of+










highly+ contingent+ impressions+ of+ one+ person.+ Indeed,+ it+ is+ Tibby—Helen’s+ stuffy,+
anxious,+ tiresome+ brother—who+ best+ represents+ the+ approach+ of+ professionalized+
musicology,+ an+ attitude+ (and+ a+ character)+ Forster+ invites+ his+ readers+ to+mock.+ The+
gendered+implications+of+this+scene+should+not+be+underrated.+The+patriarchal+figure+








important)+ authority:+ who+ can+ argue+ that+ Helen’s+ response+ is+ a+ great+ deal+ more+
‘musical’+ than+ Tibby’s+ anodyne+ observations+ on+ ‘the+ transitional+ passage+ on+ the+
drum’?+And+yet,+the+characteristics+that+give+rise+to+Helen’s+particular+musicality—her+
naïvite,+her+romantic+imagination,+and+her+intellectual+solipsism+(even+selfishness)—
go+on+to+create+ the+major+conflict+around+which+Forster’s+novel+ is+constructed.+ ‘No+
(wo)man+is+an+island,+entire+of+itself’,+or,+to+use+the+epigraph+Forster+gave+his+novel,+
‘Only+ connect…’.+ There+ is+ an+ ethical+ dilemma+ here,+ too:+ on+ the+ one+ hand,+ the+
imposition+ of+ authority,+ under+ the+ guise+ of+ a+ universalist+ position,+ is+ a+ potentially+
oppressive+(as+well+as+classically+masculinist)+act.+On+the+other+hand,+to+give+oneself+
wholly+to+solipsism,+to+cut+off+oneself+from+the+society+in+which+one+exists—to+deny+
the+ inherent+ sociality+ of+ human+ existence—is+ injurious.+ It+ is,+ in+ fact,+ a+ pretence+ to+
autonomy;+the+musicological+resonances+of+that+word+should+be+warning+enough+as+
to+the+dangers+I+will+find+in+such+a+position.+Writing+about+music+is+to+take+up+one+or+
other+ of+ those+ positions:+ to+write+ for+ oneself,+ or+ to+write+ for+ the+world.+Music+ can+
express+ a+ wide+ variety+ of+ meanings+ at+ different+ times+ and+ places,+ and+ even+















moment+ in+which+musicology+ currently+ finds+ itself.+ Chapter+One+ examines+ recent+
literature+on+the+intersection+of+music+and+ethics,+including+the+directly+political+work+
of+the+New+Musicology,+and+scholarship+inspired+by+it.+I+divide+the+studies+of+music+
and+ ethics+ into+ three+ groups:+ the+ (un)ethical+ use+ of+ music,+ the+ ethics+ of+ musical+
situations,+ and+ the+ ethics+of+writing+about+music.+Having+ shown+ that+ the+ first+ two+
categories+rely+on+the+results+of+the+third—namely,+the+exclusion+of+music+as+a+purely+
conceptual+ art+ (‘music+ as+ music’,+ ‘the+ music+ itself’)+ in+ favour+ of+ a+ socialized,+
embedded,+or+materialist+view+of+music—I+demonstrate+that+such+an+exclusion,+most+
clearly+ noticeable+ from+ the+ fragile+ position+ of+music+ analysis+with+ the+ academy+ at+
present,+ emerges+ from+ a+ faulty+ reading+ of+ the+ poststructuralist+ philosophy+ that+
ostensibly+motivates+ it,+especially+a+confusion+over+ the+construction+of+subjectivity.+
Thus,+while+ the+work+of+ the+other+ two+categories+remains+undiminished,+ there+ is+a+
critical+lacuna+in+the+literature,+insofar+as+the+ethics+of+the+musicological+scene+remains+
fundamentally+ underptheorized.+Chapter+One+ ends+with+ an+ analysis+ that+ offers+ an+






complicit+ in+ its+ oppressions.+ By+ contrast,+ conceptual+ engagement+ with+ the+ ‘ideal’+













in+ the+ Andantino.+ In+ so+ doing+ I+ advance+ the+ concept+ of+ ‘materialist+ dialectics’,+ a+
method+of+engaging+with+both+the+ideal+elements+that+characterize+traditional+music+
theory,+ and+ the+material+ elements+ that+ govern+music’s+physical+ sounding.+Chapter+
Four+ generalizes+ this+ approach,+ grounding+ it+ in+ early+ twentiethpcentury+ Marxist+








performance+ of+music.+ Beginning+with+ a+ conspectus+ of+ the+ literature+ on+ this+ topic,+
especially+the+work+of+Nicholas+Cook+and+the+recent+‘Music+as+Performance’+school,+I+
demonstrates+several+inconsistencies+in+the+way+the+debate+has+been+framed.+As+an+
alternative+ approach+ to+ understanding+musical+ performance,+ I+ take+ the+ Deleuzian+
construction+of+‘repetition’+as+a+starting+point+in+an+analysis+of+the+second+movement+
of+ Mahler’s+ Fifth+ Symphony.+ By+ applying+ the+ materialist+ dialectical+ approach+
developed+ in+ Part+ II,+ I+ show+ how+ a+ theoretical+ approach+ can+ take+ account+ of+ the+
phenomenon+of+performance,+by+demonstrating+how+the+process+of+musicpaspconcept+
being+brought+ into+ the+real+world+as+musicpaspperformance+ is+ inscribed+ in+ the+very+
structure+ of+ this+movement.+ Indeed,+ I+ propose+ that+ the+Mahler+movement+merely+
exemplifies+what+ is+ ontologically+distinctive+ about+Western+Art+Music,+ namely+ the+






+ This+project+ therefore+ shares+a+ fundamental+kinship+with+a+number+of+other+
texts+ of+ musical+ philosophy.+ Michael+ Spitzer+ has+ persuasively+ defended+ the+














choice+ but+ to+ hear+ music+ as+ human’,+ which+ is+ to+ say+ both+ as+ a+ product+ of,+ and+
representative+(in+a+very+broad+sense)+of+human+culture;+I+investigate+why+this+might+
be+so,+by+conducting+an+examination+of+music’s+ontology.14+I+therefore+approach+his+
central+ task—to+ investigate+ the+ choices+ that+ determine+ ‘how+ to+ hear+ its+ human+











+ This+ thesis+ has+ a+ very+ different+ relationship+ with+ the+ recent+ work+ of+ Gary+
Tomlinson,+ especially+ his+ book+ A' Million' Years' of' Music.17+ Tomlinson,+ and+ his+
contributions+to+the+debates+of+the+New+Musicology,+will+be+considered+in+detail+in+
Chapter+One.+At+this+stage,+however,+it+is+enough+to+say+that+Tomlinson’s+enduring+
concern+ throughout+ his+ distinguished+ career+ has+ been+ to+ place+music+ in+ as+ rich+ a+
historical+context+as+possible,+and+to+draw+out+the+ways+in+which+musical+meaning+is+
generated+and+altered+not+simply+through+the+notes+on+the+page,+but+in+the+way+they+
interact+with+ the+culture+ in+which+ they+were+ formed.+A'Million'Years' of'Music+ is+ in+
many+ways+the+crowning+achievement+of+this+approach:+it+traces+the+development+of+
human+musicpmaking+through+nothing+less+than+the+entire+evolutionary+development+
of+ the+ human+ race+ itself.+ In+ this+ way,+ it+ is+ the+ last+ word+ in+ historicizing+ and+
contextualizing+ music.+ Nevertheless,+ even+ at+ the+ very+ earliest+ stages+ of+ his+ book,+
Tomlinson+ introduces+ a+ crucial+ cultural+ phenomenon+ that,+ although+ it+ in+ no+ way+
undermines+ his+ project,+ provides+ an+ important+ mitigating+ factor+ within+ it.+ He+
introduces,+as+a+vital+component+of+the+biocultural+evolution+of+hominins,+the+concept+
of+ ‘epicycles’+ (among+which+ he+ counts+musical+ culture),+ defined+ as+ ‘selfporganized+
systematics+ […]+ that+ achieve+ some+ independence+ of+ operation+ from+ evolutionary+
feedback+cycles’.18+
+ If+musical+ culture+ is+ an+ epicycle,+ this+means+ that+ it+ is+possible+ to+ examine+ it+









that+music+ is+ ‘transcendent’+ in+ the+way+ the+ term+ is+most+ commonly+ understood—
wholly+ outside+ of+ human+ culture—nor+ that+ evolution+ towards+ contemporary+
humanity+and+the+musical+culture+that+obtains+within+it+was+some+kind+of+teleological+




highplevel+ faculties+ of+ human+ consciousness+ (such+ as+ thinkingpatpapdistance+ and+
language)—it+ is+ undeniable+ that+ a+ large+ part+ of+ music’s+ ontology+ within+ human+
culture+is+dependent+on+being+understood+as+autonomous+from+it.+Tomlinson+writes,+
+









music’s+ epicycle—is+ not+ explicitly+ addressed.+ Given+ his+ other+ work+ there+ is+ good+
reason+to+suspect+that+he+considers+those+narrower+contexts+essential,+and+indeed+his+











contexts;+ paradoxically,+ the+question+of+whether+ it+might+be+ is+ implicitly+posed+by+
Tomlinson’s+own+efforts.++
+ The+ subtitle+ of+ Tomlinson’s+ book,+ ‘the+ Emergence+ of+ Human+ Modernity’,+
invokes+a+final+important+consideration+for+the+outlook+of+this+thesis:+music(ologic)al+
modernism.+ As+ we+ have+ seen,+ this+ thesis+ is+ particularly+ concerned+ with+ music’s+
relationship+with++human+consciousness,+and+thus+shares+a+common+motivation+with+
Julian+ Johnson’s+ recent+ book,+Out' of' Time.21+ Following+ Johnson,+ it+ is+ clear+ that+ a+
worldview+ that+ prioritizes+ human+ epistemology,+ an+ outlook+ that+ makes+ ‘Man+ the+




external+world+ is+due+ to+what+ Johnson+sees+ (in+common+with+many+of+ the+authors+
already+ cited)+ as+ a+defining+ feature+ of+music+ as+ an+ art+ form:+Music+ is+ ‘an+ art+ form+


















+ It+ is+ for+ this+ reason,+perhaps,+ that+ Johnson+ is+ insistent+ on+ the+ contribution+ a+










accepted+ historical+ limits+ of+ musical+ modernity+ can+ be+ pushed+ back+ further+ and+
further,+since+Johnson+sees+modernism+not+only+as+an+intentional+compositional+style,+
but+rather+an+epistemological+stance+towards+music+itself:+‘if+Modernism+is+not+defined+
through+ specific+ technical+ attributes+ […]+ if,+ instead,+ selfpcritical+ reflection+ upon+
musical+language+becomes+the+defining+feature+of+a+Modernist+attitude,+what+of+the+
ironic+selfpconsciousness+that+defines+so+much+of+the+later+eighteenth+century,+from+





tonal+music+as+my+analytical+ focus.+Tonality+provides+a+ readily+ intelligible+musical+
metastructure+against+which+pieces+can+be+read,+since+it+is+undeniable+that—following+
Johnson—those+ pieces+ in+ the+ tonal+ repertoire+ would+ have+ been+ understood+ (selfp















+ Furthermore,+given+ the+ shift+ in+modernism’s+definition+ from+a+ technological+
one+(for+example,+atonality)+to+an+epistemological+one+(for+example,+a+relationship+to+
atonality,+or+following+Johnson,+tonality)+there+is+a+sense+in+which+the+use+of+tonality+










bounds+ exist+ that+might+ render+ the+question+of+how+ far+modernism+extends+moot.+
Johnson+himself+lists+opinions+on+this+matter+that+give+an+answer+as+early+as+1456,+with+







sapiens.+ Perhaps+ the+ answer,+ then,+ is+ to+ do+ away+with+ an+ approach+ that+ relegates+
modernity+and+modernism+to+a+particular+historical+period,+and+instead+venture+that+
humanity,+whenever+it+is+concerned+with+its+own+thought,+is+always+‘modernist’.+The+
second+ possible+ defence+ is+ to+ state+ unequivocally+ that+ the+ world+ as+ it+ stands+ is+
modernist,+and+any+attempt+to+escape+modernism+is+therefore+futile;+even+if+there+are+
generalizable+ universalities,+ they+ must+ nevertheless+ find+ expression+ in+ historical+
materiality,+and+in+this+case,+that+means+the+contemporary+history+of+modernism.+The+
only+ethical+ recourse+ is+ to+confront+ that+problem+head+on,+and+be+ transparent+both+
about+ one’s+ proposed+ ideology+ and+ how+ it+ is+ expressed+ in+ historical+ terms.+ But+








how+music+ can+ offer+ an+ account+ of+ life+ ‘from+ the+ inside’,+ in+ a+way+ that+ eventually+
transcends+narrow+historical+periodization.+But+it+is+also+a+much+braver+claim,+about+
the+possible+ significance+ of+music+within+ contemporary+ artistic,+ philosophical,+ and+














set+ out,+ the+ terms+ in+ which+ it+ is+ done+ are+ limiting:+ as+ the+ examination+ of+ New+
Musicology+in+Part+I+will+show,+it+has+become+a+commonplace+to+show+the+ways+in+
which+ musical+ compositions+ reflect+ the+ world+ in+ which+ they+ were+ composed.+
However,+a+lack+of+consideration+of+music’s+ontology+makes+it+impossible+to+explore+
the+ways+in+which+musical+compositions+go+on+to+impact+the+world.+There+is+no+clear+




This+ thesis+ will+ demonstrate+ a+ profound+ identity+ between+ the+ ontology+ of+
music,+and+the+ontology+of+human+subjectivity,+something+that+will+place+music+in+a+
unique+ position+ within+ human+ endeavour,+ introducing+ the+ possibility+ that+ future+
studies+ of+ music+ might+ actively+ contribute+ to+ philosophical,+ political,+ and+ ethical+
debate,+rather+than+merely+respond+to+them,+or+passively+absorb+them.29+The+desire+to+
move+ towards+ an+ understanding+ of+ music+ that+ is+ both+ radically+ selfpsufficient—
providing+a+plausible+ontology+of+music+on+its+own+terms—and+radically+embedded+
in+the+world+leaves+its+mark+on+the+structure+of+the+thesis.+While+each+chapter+takes+on+























to+ draw+ conclusions+ vispàpvis+ music’s+ relationship+ with+ humanity+ at+ the+ most+
fundamental+ level.+These+tripartitions+must+only+be+taken+as+heuristic,+however,+for+
two+reasons.+First,+simply+because+there+is+engagement+in+every+chapter+that+exceeds+
these+ narrow+ confines,+ despite+ the+ overall+ direction+ of+ the+ argument.+And+ second,+
most+importantly,+because+it+is+the+central+argument+of+this+thesis+that+all+these+binaries+



































There(have(been(many( influential(philosophical( studies(of(music,( especially(
since( the( New( Musicology( of( the( late( 1980s/early( 1990s;( despite( this,( as(
Nanette( Nielsen( puts( it,( ‘studies( bringing( music( and( ethics( together( have,(
however,( been( few( and( far( between’.1(Certainly,( the( explicit( theorization( of(
ethics( and( music( is( a( recent( phenomenon,( with( only( a( small( amount( of(
dedicated(work( to(date.(Nielsen( cites( two( chapters( (out(of( twelve)( of(Garry(
Hagberg’s(edited(collection,(Art$and$Ethical$Criticism,(and(one(chapter(of(Peter(
Kivy’s(Antithetical$Arts:$On$ the$Ancient$Quarrel$ between$Literature$ and$Music.2(
To(this(can(be(added(a(special(issue(of(the(Tijdschrift$voor$muziektheorie(in(2002(
devoted( to( the( subject,( Jeff( R.( Warren’s( 2013( bookWlength( study(Music$ and$
Ethical$ Responsibility,( and( of( course( Cobussen( and( Nielsen’s( volume( itself.3(
However,( the(question(of(music’s( interaction(with(ethics( is( the( implicit( focus(
of(a(great(deal(of(the(New(Musicology;(although(eschewing(fully(workedWout(
ethical( theorization,( much( of( the( work( sought( to( situate( musicological(





2(Garry( Hagberg( (ed.),( Art$ and$ Ethical$ Criticism( (New( York:( Blackwell,( 2008);( Peter( Kivy,(





give( rise( to( three( broad( categories( in( contemporary( musicology:( first,( the(
(un)ethical( application( of( music;( second,( ethics( deriving( from( a(
phenomenological(understanding(of(music;(and(third,(the(ethical(character(of(
the(musicological( scene.( There( is( additionally( a( suppressed( category,( given(
short(shrift(at(present:(the(idea(that(pieces(or(styles(of(music(themselves(can(
be( ethical( or( unethical.( Each( of( these( operates( at( a( different( level( of(
abstraction:( the( first(deals(with( fairly( concretized( sonic(object;( the( second,( a(
potential( intersubjective( medium;( and( the( last,( a( discursive( practice.( The(
suppressed( category( treats(music( as( an( ethical( actor( itself.( It(will( be( best( to(
deal(with(each(of(these(in(turn.((! The(first(confrontation(between(music(and(ethics(considers( the(use(of(
music( for( extraWmusical( ends.( Warren( gives( a( clear( example( of( this:(
‘prolonged(exposure(to(music(at(sustained(high(volumes(was(used(for(torture(
in( Guantánamo( Bay( detention( centres’.4(The( use( of(music( as( torture( is( also(
examined( by( Michael( Cobussen,( and( has( been( explored( particularly(
thoroughly(in(recent(years(by(Suzanne(Cusick.5(This(is(a(use(that(many(people(



















music( at( railway( stations( and( shop( entrances( as( a( weapon,( to( disperse(
unwanted( youths.7(In( all( of( these( cases,( however,( the( fundamental( ethical(






capacity( to( sustain( an( independent( thought;( to( disrupt( a( prisoner’s( sense( of(
temporality( (both( in( terms(of(how(much( time(had(passed(and( in( terms(of( the(
predictability( of( temporal( units);( to( undermine( a( prisoner’s( ability( to( sustain(
somatic(practices(of(prayer((both(through(behaviour(at(the(hours(of(prayer(and(
through( abstinence( from( musical( experiences( considered( sinful);( and( to(
bombard(the(prisoner’s(body((skin,(nerves(and(bones)(with(acoustical(energy.8(
(
At( least( some( of( Cusick’s( moral( outrage( is( prompted( by( the( fact( that( she(
senses( that( music,( in( cases( like( this,( is( being( degraded,( stating( that( this(
‘phenomenon(of(the(current(“global(war(on(terror”([…](particularly(wounds(




the( sonic( occurrence( is(music( only( in( the(weakest( sense( that( enables( her( to(









( It( is( therefore( no( coincidence( that,( in( similar( sociological(
objectifications(of(music,(the(properly(‘musical’(element(recedes(from(view(as(
the( ethical( framework( comes( into( focus.( For( instance,( the( use( of( music( as(
‘muzak’,( in( order( to( define( a( brand( or( a( commercial( space,( shares( certain(
properties(with( the(use( of(music( as( a(weapon:( it( is( an( attempt( to( surround(
human( beings( with( a( particular( type( of( sound( in( order( to( manipulate( the(
subjects( within( it—variously( enticing( them( to( identify( with( their(
surroundings,(or(even(buy(items(and(exit(at(a(faster(rate.10(Here,(the(content(of(
that(sound(is(important:(the(music(might(have(cultural(significance(in(a(way(
that( structures( the( subjects’( relationships( to( it,( and( by( extension,( the(
commercial( environment;( alternatively,( and( more( abstractly,( the( specific(
tempo(and(timbre(of(the(music,(its(general(mood,(might(prompt(the(hearing(
subjects( to( unconsciously( change( their( behaviour.( There( are( also( key(
differences,(however,(with(weaponry.(Most(importantly,(not(least(because(of(
those( sympathetic( cultural( contexts,( the( acoustic( experience( will( not(




manipulation( of( cultural( artefacts( for( commercial( gain.( There( is( a( radical(
disconnect,( in( other( words,( between( the( musical( content( and( the( ethical(
context;(both(of( these(things,( in(turn,( through(their(deep(embeddedness,(are(
themselves(radically(disconnected(from—to(use(Cusick’s(own(terminology—














event(by(which( individuals(relate( to(one(another.(Warren(demonstrates( that(
the( objectifying( uses( of( music( described( in( the( first( category( exist( on( a(
spectrum( of( ways( music( brings( people( together:( at( one( extreme( lies( the(
weaponization(of(music( for( torture,(while( ‘at( the(other(extreme,(music( from(
others( can( be( used( to( bond( [sic]( people( together.( The( singing( of(mother( to(
child,( for(example,(creates(or(strengthens(a(bond(between(them’.11(Warren(is(
less( immediately( concerned( with( the( specific( objectifications( of( music,( and(
more(with(what(he(sees(as(music’s(necessarily(intersubjective(quality:(for(him,(
it( is( on( account( of( this( inherent( intersubjectivity( that( the( question( of( ethics(
arises.!As(he(puts(it,(‘musical(experience(involves(encounters(with(others,(and(
ethical(responsibilities(arise(from(these(encounters’.12(Here,(the(phenomenon(of(
music( is( primary:( in( contradistinction( to( the( importance( of( the(musical( (or(
sonic)(object(above,(his(approach(foregrounds(the(fact(of(musical(happening,(
which(he(sees(primarily(as(something(that(brings(people(into(contact(with(one(
another.( From( this( perspective,( music( has( a( relationship( with( ethics( (only)(
insofar( as( it( is( a( means( towards( or( representation( of( encounters( between(
people.( Consequently,( this( too( presupposes( an( alreadyWexistent( ethics:( the(
ethics( of( encounters( between( people.( Music( does( not( so( much( create( a(
particular( ethics( as( serve( as( a( site( of( ethical( practice.(As(Warren( says,( ‘in( a(








the( situations( in(which( the( ethical( actors( find( themselves;( as(Warren(points(
out,( ‘musical( experience( alters( human( relationships( and( creates( ethical(
responsibilities’.14(But(what(is(particular(to(this(phenomenological(approach(is(
that( both( the( ethics( and( the( musical( happenings( are( ‘prefabricated’—the(
music( is,( in( fact,( just(as(objectified(as( in( the( first(category,(where(music(was(
broadly(aligned(with(mere(sound.(This(can(be(seen(especially(in(the(work(of(
DeNora:( she( carefully( examines( the( ways( in( which( music( can( structure(
experiences( as( diverse( as( shopping,( parties,( and( sexual( encounters. 15(
However,( the(ways( in(which(music( affects( these( situations( is( taken( at( face(
value;( this( is( not( to( say( that(DeNora( is( unaware( that( different( people(may(
react( differently( to( the( same( music,( or( that( the( same( people( may( react(
differently( to( the( same( music( at( a( different( time—on( the( contrary,( this( is(
central(to(DeNora’s(thesis(that(music(can(be(a(badge(of(individual(agency(and(
identity,(and(can(delimit(and(define(social( function.(Nevertheless,(within(all(
that( variety,( the( actual( process( of( moving( from( musical( event( to( social(
signification(is(treated(unproblematically:(young(people(like(a(certain(type(of(
music,( older( people( like( another;( a( certain( type( of(music( is( suitable( for( an(
edgy(clothes(store,(a(different( type( for(a( romantic(meal.(This(puts(DeNora’s(
work(at(a(distance( from(the(question(of( ‘writing(about(music’:( if( ‘writing’( is(
taken(in(its(broadest((Derridean?)(sense—to(inscribe(meaning,(even(if(not(in(a(
physical(text—then(in(DeNora’s(research(the(music(has(already(been(‘written(
about’.( The( people( she( interviews( have( already( ‘written( about’( music( by(
attaching( particular( emotional,( cultural,( and( social( interpretations( to( it:(






primary( scene( of( writing,( something( that( is( inaccessible( to( this(
phenomenological(approach.(




music( intrinsically( holds( meaning,( for( example,( leads( to( the( view( that(
listening( to( certain( types( of(music( can( have( an( irresistible( impact( upon( the(
action( or( morality( of( listeners’. 16 (This( is( the( suppressed( category( of(
musicological( ethics:( an( approach( that( treats(musical(works( as( independent(
ethical( agents.(While(Warren( is( especially( keen( to( avoid( such( an( approach,(
there( is( certainly( precedent( for( it( in( the( musicological( and( philosophical(
literature.( The( tradition( stretches( back( at( least( to( Plato,( who( claimed( that(
certain(modes(promoted(violent(or(lascivious(behaviour,(and(therefore(should(





the( evolution( of( popular( music,( especially( what( he( views( as( its( limited(
compositional( content,( foments( an( unacceptable( culture( of( narcissism( and(
sexual( indecency:( unlike( in( the( days( of( the( courtly( dance,( he( laments( that(
‘there(are(now(few(occasions(when(a(young(man(can(dance(with(his(aunt,(or(a(
young( girl( with( her( boyfriend’s( father.( Dancing( has( become( a( sexual(






besides( release’.19(He(concludes( that( ‘no(one( really(dances(with(anyone(else;(
instead,(each(dancer(exudes(a(kind(of(narcissistic(excitement(which(requires(
no( acknowledgement( from( a( partner( besides( similar( gestures( of( display’.20(
Thus,(Scruton(has(doubled(his(criticism:(not(only(is(this(music(unacceptable(in(
and( of( itself,( but( it( is( unacceptable( insofar( as( it( prevents( the( sort( of(
intersubjectivity( outlined( as( the( second( category,( above—the( (presumably(
‘ethical’)(interaction(of(people(through(music.(
( The( idea( that( certain( types( of( music( are( innately( (un)ethical( has(
additionally( been( attributed( to( Susan( McClary,( most( recently( by( Nick(
Zangwill,(who(senses(in(McClary’s(writing(an(attempt(to(launch(‘a(moral(or(
political( critique( of( instrumental( musical( experience( itself’,( something( he(
brands(‘a(mistake’.21(Indeed,(Zangwill(expressly(links(this(approach(with(that(
of( Scruton:( ‘I( would( reject( not( only( the( approach( of( many( “New”(
musicologists,( like( McClary,( but( also( those( like( Roger( Scruton( who( would(
moralize( our( aesthetic( experience’.22(The( focus( of( Zangwill’s( examination( is(
McClary’s(famous(meditation(on((male)(sexual(violence(in(Beethoven’s(Ninth(
Symphony,(in(an(overarching(argument(about(phallogocentrism(in(traditional(
analytical( discourse( surrounding( tonality. 23 (Zangwill( initially( rhetorically(
dismisses( her( theories( as( ‘seem[ing]( like( a( ludicrous( delusion,( like( finding(


















her(descriptions’,24(and(that( ‘she(writes(well’( (faint(praise( indeed!).25(While( it(
might(thus(be(argued(that(Zangwill(misses(some(of(the(subtlety(of(McClary’s(
argument,( considering( the( full( implications( of( McClary’s( proposals( in( a(
rigorously(formalist(way(does(hold(some(merit.((
It( is( undeniable( that(McClary’s( analysis( of( Beethoven( has( an( ethical(
core( to( it:( she( sets( out( to( make( her( readers( feel( uncomfortable( with( the(
violence( in( the( symphony,( a( violence( she( claims( parallels( male( (sexual)(
violence(against(women.(Rather( than(dismiss(or( limit(McClary’s(claims,( it( is(
worth(considering( the( logical( conclusions(of(her( claims;(by(measuring( these(
against(McClary’s(actual(conclusions,( it( is(possible( to( learn(a( little(about( the(
nuance( of( her( arguments—something( that(will( eventually( point( the(way( to(
the(third(category(of(ethical(thought(in(musicology,(and(the(rest(of(this(thesis.(
( In(demonstrating(that(sonata(form(is(situated(within(and(contributes(to(
misogynistic(discourses,(McClary( shows(how(music( can( function(as(a( sexist(
object,( as( Page( 3( of(The$Sun( or( an( offensive( joke(might( do.( Formal(musical(
details(are(central(to(McClary’s(reading(of(sonata(form:(the(key(areas((which(
are( coded( ‘masculine’( and( ‘feminine’),( the( harmonic( architecture( of( conflict(
and( resolution( (which( implies( narratives( of( ‘problematic’( femininity( and(
necessary( domination),( and( the( tonal( plan’s( manipulations( of( desire( and(
satiety( (which( resonate(with( our( embodied( experiences( of( sexuality)( are( all(
essential( for( any(properly( ‘musical’( understanding( of( a( piece.26(It( cannot,( in(
other( words,( be( rightly( claimed( that( the( misogyny( is( expressed(
extramusically:(the(ethics(of(the(situation(are(central(to(the(musical(argument.(











that( symphony.27(And( what( about( music( that( is( nothing( like( Beethoven’s(
Ninth( Symphony:( are( Bach( fugues,( for( example,( ethically( void( spaces?( Do(
they,(ethically(speaking,(mean$nothing?(
( This(would(be( to(make(a(very( strong(claim( indeed.(For(one( thing,( to(
accept(the(modernist(assumption(that(Bach(fugues(represent(‘absolute(music’,(
and( therefore( signify( nothing( at( all,( ignores( the( fact( that( fugal(writing,( like(
sonata( form,( has( long( been( interpreted( as( having( certain( ethical( qualities(
justified(along(precisely(the(same(Platonic(lines,(as(Matthew(Pritchard(points(




the( concept(of( ‘absolute(music’(at$all(would(be( to( ignore( the( thoroughgoing(
critique(applied(to(the(concept.29(As(Pritchard(has(also(pointed(out,(there(are(
compelling( reasons( to( think( that,( historically,( a( range( of(music( that( would(
eventually( come( to( be( considered( ‘absolute’,( particularly( the( symphonic(
repertoire( of( the( first( Viennese( school,( was( originally( interpreted( with(














that( this,( too,( falls( back( into( a( ‘Platonic’( way( of( viewing( the( ethics( of( the(
musical( work,( Pritchard( notes( that,( crucially,( there( was( an( intersubjective(
element( to( this( construction( of( musical( ‘character’:( ‘character( was( not(








ironic,( in( fact,( that( Pritchard( does( not( devote( more( time( to( the( bilateral(




the( greatest( aesthetic(worth’.32(The( activity( in( this( third( category( of(musical(
ethics(has(largely(been(to(protest(formalist(analysis’s(alleged(circumscription(
of(these(freedoms,(by(imposing(oppressive(and(exclusionary(narratives—such(
as( organicism,( or( autonomy—upon( the( music( it( studies,( limiting( (if( not(
preventing(entirely)(the(sort(of(creative(imagination(that(Pritchard(notes(was(
a(cornerstone(of(historical(musical(engagement.33(Thus,(the(assumption(that(a(
Bach( fugue( would( have( no( ethical( content( is$ itself$ an$ ethically$ freighted$










critiques.( Indeed,( this( is( the(core(of(McClary’s(reading(of(Beethoven’s(Ninth(
Symphony:(her(point(is(not(that(the(symphony,(or(Sonata(Form(in(general,(‘is’(
misogynistic,(but(rather(that(the(linguistic(apparatus(that(listeners(have(used(
to( interpret( it,(and( that(musicologists(have(used( to(analyse( it,(are.(The(error(
that( Zangwill( makes( is( in( separating( out( McClary’s( argument( into( two(
strands:( ‘the( first( concerns( gendered( descriptions( of( music;( the( second(
concerns( gender( in(music( itself’.34(By( incorrectly( stating( that(McClary,( aside(
from( the( claims( she(makes(about( the(gendered( language(used( to( talk(about(
music,( ‘also( wants( to( make( a( more( radical( claim( […]( that( music( itself( is(
gendered’,(Zangwill(misses(the(entire(lesson(of(the(New(Musicology((and(the(
sort( of( careful( historical(work(undertaken( by(Pritchard):( that,( by( and( large,(
music(‘is’((and(has(been)(precisely(what(we(make(of(it.35(
( In(light(of(the(fundamentally(discursive(nature(of((Western(Art)(music,(
the( question( migrates( from( the( ethical( signification( of,( for( example,( Bach(
fugues( and( Beethoven( symphonies,( to( the( ability( to( attach( cultural(
signification( to( any(music( at( all.( The( question( is( no( longer,( ‘does( this( Bach(
fugue(have(an(ethics?’,(but(rather(‘what(is(the(ethics(of(the(situation(in(which(I(
am( interacting(with( this( Bach( fugue?’.( The( autonomous,( absolutist(ways( in(
which( Bach( fugues( have( traditionally( been( approached—that( is( to( say,(
formally( and( analytically—has,( of( late,( been( fiercely( ‘ethicized’,( negatively.(
Thus( the( very( ethical( category( I( have( so( far( been( keeping( provisionally(
open—interacting( with( music( ‘as( music’,( rather( than( as( sound,( weapon,(
branding,( or( intersubjective(medium—has( by( and( large( been( closed( down.(
The( point( of( this( thesis( is( to( open( it( back( up,( to( spend( time( with( Bruno(
Walter’s( appeal( to( ineffability,( and( Cusick’s( invocation( of( ‘transcendence’:(
what( can( listening( to( music( in( this( way( tell( us( about( ourselves?( Warren(




relationships( with( others( and( is( limited( to( the( listener/music( relationship’,(
suggesting(instead(that(‘a(more(satisfactory(account(of(music(and(ethics(needs(
to( consider( the( influence( of( music( […]( in( the( ways( people( experience( and(
respond(to(other(people’.36(There(is(certainly(a(great(deal(to(understand(about(
how(music(works(in(the(way(Warren(suggests—that(is,(as(a(medium(for(the(
negotiation( of( human( relationships.( Nevertheless,( his( statement( seems( to(
exclude( the( possibility( that( precisely( this( listener/music( relationship( might(
itself( be( of( historical,( cultural,( philosophical,( and( ultimately( ethical(
importance.( If(music( is(what(we(make( of( it,( then(what( does(music( become(
when(we(make( it( something(precisely( like( this—something,( that( is,( to( think(








of( musical( ontology( and( the( way( it( is( constructed( by( music( analysts( and(
critics.37(The(poststructuralist( commonplace( that( ‘everything( is( a( text’(was( a(
prime( motivator( for( the( decentring( of( musicological( study( away( from( ‘the(
music(itself’(and(onto(a(host(of(other(concerns.(In(a(practice(which(was(widely(








thought.( In( what( follows,( Krims’s( arguments( will( be( summarized,( before(
being( extended( to( show( how( a( consideration( of( one( specific( area( of(
postmodern(musicology(selected(for(criticism(by(Krims—the(reWinscription(of(
the( selfWpresent( subject—provides( an( entryway( for( a( consideration( of(
musicological(ethics.!!
Krims(asserts(that(the(original(vitality(of(the(deconstructive(project(has(
been( ‘disciplined’( as( part( of( its( assimilation( into(musicWanalytical( discourse.(
His( fundamental( arguments( can( be( grouped( into( three( distinct( criticisms:(
first,(that(the(centrality(of(the(musical(work(to(the(analytical(enterprise(is(not(
challenged;(second,(that(musicWanalytical(approaches(to(deconstruction(do(not(
adequately( deconstruct( the( assumptions( of(music( analysis( itself;( and( third,(
that( the( continued( inability( to( decentre( the(musicWanalytical( linguistic( field(
results,( by( extension,( in( the( implicit( reWinscription( of( a( stable( subject.( It( is(
necessary(to(look(at(each(of(these(individually(in(greater(detail.(
( First,( Krims( tackles( the( issue( of( polysemy,( pointing( out( that(
recognizing( the(multiple(possibilities(of(music’s(meaning( is(not( the( same(as(
deconstructing(music.(He(argues(that(‘there(is(a(wellWestablished(tradition(in(
music(theory(of(debating(which(theories(best(describe(certain(bodies(of(music,(
and( a( wellWestablished( tradition( of( positing( that( (at( least( some)( music( is(
polysemous((or(polystructural)(enough(to(allow(for(many((if(not(an(infinite)(
numbers( of( descriptions’.38(It( is( a( trope,( in(work( of( the( kind(he( refers( to,( to(
advance( analytical( readings( which( may( be( challenging,( controversial,(
tenuous,( or( unpopular( (perhaps( by( measuring( themselves( against( some(




and( autonomy)( and( then( to( defend( those( readings( against( charges( of(
partiality,( irrelevance( or( farWfetchedness( by( claiming( them( as( only( one(
possible( interpretation( among( many.( Krims( takes( issue( with( this( limited(
version( of( deconstruction,( arguing( that( it( reorients( Derrida’s( destabilizing(










In(other(words,(one(of( the(significant( lessons( from(the(deconstructive(
heyday( of( the( 1960s( and( 70s( was( emphatically( not( that( art( was( capacious(
enough( to( contain( multiple( or( infinite( stable( meanings,( but( rather( that( the(
nature( of( art( (indeed,( any( ‘text’)(was( such( that( it(made( the( stability( of( any(
meaning( impossible.( The( type( of( approach( highlighted( by( Krims( and(
attributed(to,(among(others,(Susan(McClary(and(Martin(Scherzinger,(relies(on(
the( notion( of( a( preWexistent( work( from( which( partial( but( selfWsufficient(
meaning( can( be( extracted,( and( therefore( in( which( contrasting( but( equally(
plausible( meanings( can( happily( coexist.( ‘Relativism’( is( the( apt( word:( it(
critiques( neither( the( possibility( of( analysis( as( the( representation( of( prior(
meaning,(nor(indeed(the(‘accepted(analytical(standards(of(impersonality(and(








! Krims’s( first( critique( thus( centres( on( New(Musicology’s( ontology( of(
music:( the( stability(of( the(musical( object( at( the( centre(of( interpretation,( and(
whether( it( is( formed(of(discrete(quanta(of(meaning( that(can(be(selected(and(
discarded( at(will.(His( second( critique( is( concerned(with( the( construction( of(
that( musical( object’s( alleged( properties.( Referring( to( an( analysis( by( Robert(
Snarrenberg( of( Brahms’s( Intermezzo( Op.( 118,( No.( 2( which( makes( use( of(
Schenkerian(terminology,(Krims(notes(that((
(
what( is( surprising( in( Snarrenberg’s( usage( is( the( extent( to( which( the( musicQ
theoretical$ concepts( themselves( seem( exempt( from( the( radical( critique( of(
representation(from(which(deconstruction([…](is( inextricable.(There(is(nothing(
wrong( with( engaging( prolongational( models;( nor( is( the( application( of( such(
models(necessarily( essentialist.( […](But( Snarrenberg’s( analysis( simply( refers( to(
prolongational(conclusions,(without(any(consideration(of(their(status([…](There(
is( no( sign( that( the( relationships( being( discussed( are( anything( other( than(
properties(of(the(music(itself.42(!
In( short,( Krims( takes( issue( with( the( idea( that( a( deconstructive( approach(
merely(undermines(the(stability(of(‘meaning’(in(the(more(poetic(sense—what(
a( piece( is( ‘about’( or( what( it( ‘achieves’—rather( than( in( the( closer,( more(
detailed(sense(intended(by(Derrida.(If(metalanguage(is(to(be(reWexamined,(all(
metalanguage,( including( analytical( terminology,( must( be( reWexamined.( In(
contrast(with(Krims,(I(will(propose(below(that(there(are(good(reasons(to(treat(
certain( technical( labels( not( as( metalanguage,( but( as( inherent( to( musical(
language(itself.(! The( third(critique( follows(as(a(consequence(of( the(second,(and(Krims(
chooses(Lawrence(Kramer’s(work(as(an(example.(He(levels(the(same(criticism(







the( concept( of( the( subject:( ‘the( powerful( critiques( of( the( subject( in(
deconstruction( […]( rely( partially( on( the( notion( that( subjectivity( is( in( some(
significant( sense( constructed( linguistically( […]( So,(when( the( linguistic( field(
turns(out(to(be(characterized(by(différance,(its(partiality(and(endless(decentring(
may( then( be( transferred,( by( inference,( to( the( subject’. 44 (He( therefore(
concludes,( per$ contra,( that( ‘as( long( as( musicWtheoretical( (e.g.( harmonic( and(
contrapuntal)( systems( and( designations( (such( as( “tonal( implication”( or(
“structure”)(are(taken(as(somehow(selfWevident(in(their(designation([…],(then(
they(will(themselves(reinscribe(the(selfWpresent(listening(subject’.45(
( I(will(argue( that( the( tacit( reWinscription(of( the(selfWpresent(subject( is(a(
hallmark(of(postmodern(musicology,(and(therefore(a(principal(contributor(to(
its( failure.(Over(the(course(of( the(rest(of(Part(I,( I(will(examine(all(of(Krims’s(
critiques(of(musicology’s(failed(deconstructive(practices(from(the(perspective(
of( subjectWformation,( with( particular( reference( to( the( political( and( ethical(
consequences(various(attitudes(to(subjectivity(imply.(An(early(and(vociferous(
critic(of(the(New(Musicology,(Pieter(van(den(Toorn,(accused(the(critical(turn(
of( ‘a( kind( of( socioWpolitical( amplification( of( the( self’.46(While( I( do( not( share(











Self’.( It( is( first(necessary(to(examine(the(original( target(of(Krims’s(critique(of(
subjectivity,( Lawrence(Kramer,( in( greater( detail,( in( order( to( extend(Krims’s(







that( interpretations( can( attain( to( genuine( knowledge’. 47 (He( has( written(
persuasively( about( the( way( musicological( interpretation( does( not( reflect(
meaning,(or(falsely(posit(it(where(there(is(none,(but(rather(brings(it(into(being:(
‘musical( interpretations( are( not,( indeed,( hypotheses;( they( are( forms( of(
activity,( modes( of( performance( with( specific( ends( in( view.( But( the(
performativity( of( these( interpretations( does( not( necessarily(mean( that( they(
have(no(cognitive(power’.48(His(implicit(resolve,(therefore,(is(that(this(form(of(
investigation,( this( mode( of( knowledge,( is( as( legitimate( as( any( other:( ‘the(
claims(of(interpretation(are(both(testable(and(contestable(in(relation(to(history,(


















Kramer( stresses( the( nonpriority( of( his( analytic( method:( ‘the( principle( of(
nonpriority( means( that( it( does( not( matter( where( we( start,( with( analytic(
description(or(hermeneutic(intervention,(nor(even(that(we(clearly(distinguish(
one( from( the( other’.51(This( has( as( a( logical( consequence( the( possibility( of(
inverting( the( assumption( that( hermeneutics( must( be( grounded( in( analysis:(
‘one(result(of(this(dual(capacity(is(the(currently(counterintuitive(idea(that(it(is(
just(as(possible(to(give(hermeneutic(reasons(for(analytic(claims(as(it(is(to(give(
analytic( reasons( for(hermeneutic(claims’.52(After(completing(a(reading(of( the(
trio,( it( is( therefore( inevitable( that(Kramer( should(make( the( following( claim:(
‘the(analysis(told(us(something(about(the(world(by(encouraging(the(world(to(
tell( us( something( about( the( analysis.( This( procedure,( moreover—and( the(
point(cannot(be(stressed(too(much—is(completely(reversible.(We(could(have(
formed(a(culturalWhistorical(interpretation([…](and(found(reasons(for(it(in(the(














Defending( hermeneutics( against( the( charge( that( it( is( ‘little( better( than(
rationalized(expressions(of(opinion’,(he(draws(attention(to(the(‘the(fiction([…](
of(a(private,(personal(subjectivity(external( to(both(the(musical(work(and(the(
analytic(process’( that(motivates( the( idea(of( formalist(analysis’s( superiority.54(
However,( once( again,( the( application( of( his( stance( does( not( live( up( to( his(
theoretical(claims;(Kramer’s(attitude(towards(the(subject(is,(in(fact,(decidedly(
ambivalent.( For( example,( after( noting( that( ‘the(more( detailed( and( complex(
our(statements(about(musical(meaning(become,(the(more(they(may(be(seen(to(




subjectivity( renders( them( untrustworthy( is( false( […]( The( claim( that(
interpretative( statements( leap( cognitive( gaps( is( true( […]( The( claim( that( the(
leaps( invalidate( the( statements( is( false.(The( claim( that( statements( interpreting(
music( reflect( back( on( the( interpreter( are( true;( the( claim( that( this( reflexivity(
merely(appropriates(the(music(as(a(mirror(is(false.56(!
It( is( not( the( possible( veracity( of( subjective( statements( that( jars—as( will( be(
shown,( the( reWemergence( of( some( kind( of( subjectivity( is( inevitable( and(
necessary—but( rather( the( unreflective( persistence( of( the( category( of(







subject( upon( which,( as( Adam( Krims( pointed( out,( so( much( of( postmodern(
scholarship(rests.57(
( For( example,( especially( in( his( earlier( work,( Kramer( is( explicitly(
concerned( with( the( construction( of( subjectivity( in( musical( experience.(
Nevertheless,(as(his(work(on(Schubert(Lieder(demonstrates,(the(results(of(his(
activities( are( subtly—but( crucially—different.( Rather( than( constructing( the(
subjectivity(of(the(listener(through(an(open(interpretative(practice,(he(seeks(to(
reWconstruct(a(musical(subjectivity,(one(which(is(most(clearly(aligned(with(the(
singing( character( themselves( (and( which( thus( is( in( some( way( already(
present):(‘what(we(can(hear(in(the(prelude(is(the(scoring(of(a(deeply(interior(
kernel( of( subjectivity,( the(part( of( the( speaker( that(will( not( cede(pleasurable(
fantasy( to( unpleasant( truth—that( will( not( be( a( good( girl’. 58 (These(
subjectivities,( then,(are(not(opportunities(for(us(to(reconstruct(ourselves,(but(
masks(to(be(worn(and(discarded(at(will:(‘a(discrete(meaning(has(to(be(cut(out(
of( the( subject( position( addressed( by( the( piece( and( pasted( on( the( analytical(
field(before(the(latter(can(be(“resubjectified”.(Like(a(little(cutWout(figure,(a(kind(
of( paper( doll,( an( idea( of( image( from( the( subject( position( is( stuck( on( the(
analytical( description’. 59 (Kramer( notes( the( multiplicity( of( subjective(

















Analysis( can( explain( this( event( as( an( instance( of( triple( neighbour( motion(
around( the( fifth( scale( degree,( perhaps( adding( that( it( both( echoes( the( teasing(
play( with( dominant( harmony( in( the( A( sections( and( decisively( asserts( the(
dominant( that( settles( cadentially( into( the( codetta.( But( this( description( says(
nothing( about( what( the( cadenza(means—whether,( for( example,( it( suggests( a(
moment(of(ironic(detachment(or(even(hostility(towards(the(general(atmosphere(
of(sensitivity(and(refinement,(or(proposes(an(unsettling(intrusion(of(objectified(
sonority( on( the( work’s( subjective( field,( or,( in( Tolstoyan( terms,( suddenly(
withdraws( the( generosity( of( subjective( address( in( favour( of( an( enigmatic(
gesture(pointing(to,(but(also(veiling,(the(subjectivity(of(the(composer.60(
(
Just( as( Krims( suggested,( rather( than( deconstructing( these( stable( subjective(











( The( confusion( over( the( status( of( the( subject( is( connected( to( a(










subject—however( problematized—and( the( culture( in( which( it( is( situated.(
Kramer( explains( his( approach( to( this( negotiation( in( the( following( way:(




speech,( and( understanding( become( possible’.64(Again,( while( at( first( glance(
this( seems( to( be( in( line( with( the( poststructuralist( philosophy( upon( which(
cultural( musicology( is( based,( closer( inspection( reveals( a( series( of( crucial(
lacunae.( First,( Kramer’s( historical( bent,( his( ‘effort( to( understand( musical(
subjectivity( in( history’,( implies( a( historical( subject( that( requires( not(
construction,( but( explication.( Second,( his( reference( to( ‘socially( defined(
positions’( is( decidedly( structuralist:( where( does( this( society,( this( culture,(
spring( from,( that( apparently( can( structure( the( actions,( desires,( speech( and(
forms(of( understanding?( It(was( to( reject( the( entire(premise( of( this( question(
that( poststructuralism( was( developed;( to( see( it( reWemerge( here( reveals(
problems( within( the( construction( of( New( Musicology’s( underlying(
philosophy.( Kramer( avers( that( ‘music( both( reflects( and( helps( to( produce(
historically( specific( forms(of( subjectivity( in( the( sense( of( lived(positions.( Far(
from(being(an(obstacle,(subjectivity(is(the(medium(in(which(music(works,(and(
through( which( it( reveals( its( cultural( significance’.65(Once( again,( this( raises(
more( questions( than( it( answers.( How( can( music( both( reflect( and( produce(
subjectivity,(since(reflection(clearly(implies,(as(it(did(above,(the(prior(existence(










too.( Beginning( in( a( similar( fashion( with( a( critique( of( traditional( musical(
analysis,( Tomlinson( states( that( ‘the( ethnocentric( approach( [allegedly(
prevalent( in(music( analysis]( can( tell(us(much(about(our(own( culture,( but( it(
has( no( access( to( Mozart’s.( It( is( bound( to( garble( his( musical( signs’.66(In( its(
place,( Tomlinson( attempts( to( sketch( a( more( tentative,( selfWaware,( fallibilist(
notion( of( historicalWanalytical( investigation:( ‘the( [cultural]( web( is( a(
construction( of( the( historian,( taking( shape( and( gaining( coherence( from( the(
reciprocal( (and(rich(and(haphazard)( interaction(of(his(evolving(assumptions(
with(his( increasingly(meaningful(data,( the( events(he( selects( for( inclusion( in(
the(context.( […](There( is(no(culture(of( sixteenthWcentury(Mantua(apart( from(
our( interpretations.( […]( It( is( not( […]( that( sixteenthWcentury(Mantua( didn’t(
[exist],(only(that(we(cannot(know([it](directly,(apodictically,(but(only(in(what(
we(make(of( [it]’.67(Unintentionally(or(not,(Tomlinson(has( conjured(an( image(
not(of(a(gently(selfWcreating(subjectivity,(but(an(allWpowerful(historianWsubject:(
far( from(being(produced(by( the(culture(with(which( it( interacts,(Tomlinson’s(
musicologist(picks(up(and(collates—if(not(creates(altogether—cultures(foreign(
in( both( space( and( time.( This,( surely,( is( the( apotheosis( of( the( Imperial(
colonizing( subject( that( was( one( of( the( original( targets( of( the( postmodern(
revolution.( Indeed,( it( is( a( type( of( subjectivity( that( Tomlinson( criticizes(
himself,(only(a(few(pages(later:(
(
Analysts( tacitly( and( arbitrarily( assign( to( the( works( they( study( the(meanings(
that( arise( from( their( own( analytic( ideologies.( These( are( mostly( rooted( in(
Romantic( ideas( of( genius,( organicism,( and( absolute( expressions;( so( in( an(












If( culture( can(only(be(made( in( the( image(of( the(historian,( and(yet(precisely(
that(approach(is(vigorously(condemned,(it(would(seem(that(musicology(is(in(
a( double( bind.( Of( course,( the( general( aims( of( Tomlinson( and( Kramer( are(
clear,(but(their(rhetoric(of(interchange(and(selfWdoubt(only(clouds(the(fact(that(
there( is( no( clear( ontology,( no( clear( theory( of( subjectivity( or( culture,( upon(
which( to( found( their( claims.(On( the( contrary,( at( times( they( fall(back(on( the(
same( retrograde( conception( of( the( selfWpresent( subject( that( they( intend( to(
displace.(In(time,(I(will(attempt(to(resolve(these(tensions(through(a(dialectical(
approach( to( subjectivity( and( culture;( for(now( it( suffices( to(note( that( a(hazy(






to( talk(about( it.(Most( relevant( for( the(purposes(of( this( thesis( is( the(status(of(
technical(language,(namely(whether(it(is(viewed(as((in(the(pejorative(sense)(a(
subjective( imposition( on( the( object( of( study,( or( not.( Kramer( protests( that(







does( not( seem( to( consider( that( deciding( precisely( which( details( carry( the(
‘greatest( expressive( value,( signifying( power,( and( cultural( resonance’( is( a(
highly( mediated( process,( one( which( is( fundamentally( contingent( on( the(
subject( position( of( the( interpreter.( That( is( to( say,( in( common( with( the(
literature( examined(above,( a( coherent( theory(of( the( subject(must(precede( the(
interpretative( action,( rather( than—as(Kramer( and(Tomlinson( imply—follow(
it.((
Equally,(it(is(not(at(all(clear(that(technical(details(and(expressive(value,(
signifying( power,( or( cultural( resonance( are( incommensurable,( as( Kramer(
claims.( I(will( argue,( for( example,( that( certain( technical( elements( of(music—
tonal( resolution,( formal( structure,( even( ‘highly( ramified( contrapuntal(
process[es]’—form( part( of( the( culture( out( of(which( certain(music( arose;( an(
ethnographically( aware( analysis,( therefore,( would( be( forced( to( take( these(
features( into( account( when( examining( the( music.( This( is( a( potential( that(
Kramer(himself( recognizes,(when(he(admits(both( that( technical(descriptions(
of(music(are(of(a(different(order(to(interpretative(statements,(and(that(the(two(
are(often(linked:(‘technical(descriptions(are,(of(course,(themselves(interpretive(
in( the( loose( sense( of( being( highly( mediated,( but( they( do( not( constitute(
interpretations( in( the( criticalWsemanticWhistorical( sense( associated( with(
hermeneutics( […].( It( has( mattered( all( the( more( when( the( types( have(
overlapped,(as(they(persistently(tend(to(do’.70(He(also(notes(the(importance(of(
at( least( a(minimal( level( of( technical( engagement( for( adequate( interpretative(
practice:( ( modelling( musical( interpretation( on( a( quasiWdialogic( ‘scene( of(
address’,(Kramer(asserts( that( ‘the(subject(who(speaks( in( this(address(cannot(








a( minimal( quantity( of( immanent( meaning—or( an( attempt( to( convey(
meaning—presumably( communicated( through( the( parameters( traditionally(
examined(in(analysis(and(decoded(through(technical(description.(An(analysis(
that( wilfully( rejects( these( parameters,( he( says,( ‘alienates( itself( from( the(
available( resources( of( sense(making( […].(As( far( as( the(music( goes,( there( is(
nothing(much(we(can(do(with(it’.72(
In(order(to(proceed,(therefore,(I(make(only(one(claim—a(claim(whose(
validity( is( already( authorized( by( Kramer’s( hedging,( above.( In( the( analysis(
that(follows,(which(I(intend(as(a(first(step(towards(a(method(of(writing(about(
music( that( does( not( problematically( introduce( a( selfWpresent( subject,( I( will(
assume( that( technical( elements( like( dissonance,( tonal/harmonic( function,(
cadential(cliché,(and(voiceWleading(are(part(of(the(music(rather(than(subjective(
impositions( on( the( part( of( a( modernist,( positivist,( organicist( subject.( This(
returns(us( to(Kramer’s(question(of(priority.( It(was( seen,(above,( that(Kramer(
asserted(his(analyses(could(begin(either(from(the(hermeneutic(or(the(technical(
side,(with(one(providing( support( for( the(other.(The( implicit( justification( for(
this(is(the(poststructuralist(truism(that(all(meaning(is(constructed—il$n’y$a$pas$
de$ metalangage;( il$ n’y$ a$ pas$ de$ horsQtexte—which,( contrary( to( the( subtle(
intentions( of( the( original( theorists,( descended( more( commonly( into( a(













meanings( we( ascribe( to( music—such( as( tonic,( dominant,( unprepared(
dissonance,(and(so(forth—are(constructed((that(is(to(say,(they(are(not(natural:(
one( is( enculturated( into( hearing( and(understanding( them( thus),( it( does( not(
follow( that(one( can(easily(do(away(with( them(as( long(as(we(are( examining(
tonal(music(from(the(common(practice(era.(To(use(Kramer’s(own(reasoning,(
‘the( claim( that( interpretations( of(music( are( subjective( is( true;( the( claim( that(
their( subjectivity( renders( them( untrustworthy( is( false( […]( The( claim( that(
interpretative( statements( leap( cognitive( gaps( is( true( […](The( claim( that( the(




the( conventions( of( comprehension( for( an( enormous( discursive( community.(
This(community(might(include(not(only(anyone(enculturated(in(the(listening(
West( today( in( the( 21st( century,( but—and( this( is( no( small( matter—the(
composers( themselves.( Again,( Kramer’s( ethnographic( sensitivity( and(
linguistic(bent(rebel(against(him:(if(one(assumes,(as(he(seems(to(do,(that(pieces(
of( music( are( at( least( partly( acts( of( communication,( and( that( responsible(
hermeneutic( criticism( takes( as( its( principal( responsibility( the( effort( to(
understand( the( communicative( intent( and( significance( of( that( text( and( the(




Pace(Krims,( therefore,( I(do(not( think( it(audacious( to( include( from(the(
very( beginning,( and( a$ priori,( a( limited( amount( of( technical( detail( in( the(













of( engagement( with( this,( or( any( other,( music.( The( fact( that( the( technical(
aspects( examined( below( are( only( cultural( constructions( would( become(
obvious( if( the(piece(were( encountered(by(a(member(of( an( entirely(different(
musical( community,( for( example( a( nonW estern( listening( subject:( their(
experience(of( the(rhythmic,(harmonic,(melodic,(and(structural(aspects(of( the(
music( would( be( entirely( different,( due( to( the( distinct( cultural( background(
against( which( interpretation(would( take( place.( There( is( nothing( to( suggest(
that( these( experiences,( the( interpretations( to( which( they( give( rise,( or( the(
emotions( they(may(or(may(not(provoke,(are( incorrect(or( invalid.( Indeed(the(






the( technical( analysis( of( tonal( music( to( be( ethically( suspect.( I( will( argue(
instead,( beginning( in( Chapter( Two,( that( this( is( not( the( case,( and( that( the(
careful( engagement( with( music’s( conceptual( elements( can( be( a( positive(
ethical( force.( First,( however,( a( case( study( will( show( that( the( technical(
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mixture( of( C#( major( and( C#( augmented( (the( G( doubleWsharp( written(
enharmonically(as(an(A(natural).(Should(it(even(be(called(a(chord—something(
which( implies( tonality?( Perhaps( ‘simultaneity’(would( be(more( appropriate.(
PitchWclass(set(4W19B.(The(reason(it(is(difficult(to(decide(is(that(putting(a(name(
to(a(something(without(knowing(its(context(is(an(almost(impossible(task:(il$n’y$
a$ pas$ de$ horsQtexte.( Then( of( course,( before( even( looking( at( the( context,( it( is(
necessary(to(consider(the(question(of(why(one(might(want(to(label(a(chord((or(




of( interpretative( freedom?( This( is( the( criticism( of( analysis:( that( as( every(
analytical(definition(implies(the(next,(as(the(‘naming(circle’(expands(outwards(
















































































































better( to( ‘objectively’(understand(a( small(musical( function—slowly(becomes(
the( imposition(of( a( single( interpretative(perspective,( a(unique(and(uniquely(












this( was( not( a( type( of( C#( major( chord( at( all—the( E#( and( G#( were( not(
functional( elements( of( the( chord,( but( contrapuntal( ornaments,( a( double(
appoggiatura( elaborating( F#(minor.( This( seems( a( fairly( secure( reading,( and(
only(two(potential(difficulties(remain:(assuming(this(piece( is(situated(within(





















































































































In( fact,( putting( the( chord( in( its( broader( context( does( not( solve( those( two(
difficulties,( but(makes( them(more( acute.( The( chord( appears( in( the( last( few(
bars( of( Bach’s( Fugue( in( Cs(minor,( BWV( 849/2,( from( book( one( of(The$WellQ
Tempered$Clavier.(The(context(now(solidifies:(the(expectations(are(those(of(the(
common(practice(era,(specifically(Bach’s(vocabulary(and(the(conventions(of(a(
‘discursive( community’( broadly( identified( with( late( seventeenthW( and( early(
eighteenthWcentury( Germany.( The( additional( musical( information( has(
likewise( affected( the( perception( of( the( contrapuntal( motion( around( the(
mystery(chord:( it( is(clear(that(the(E#( is(not(strongly(prepared,(and(given(the(
immediate(motion(of(the(bass(line(and(the(melody,(along(with(the(harmonic(
and(melodic(argument(of( the(preceding( two(bars,( the(arrival(of( the(E#( (and(
the(continuation(of(the(sustained(G#)(makes(this(event(seem(much(more(like(a(
perfect( cadence( onto( C#( major.( Nevertheless,( it( is( clear( that( the( An( is( not(
prepared( either,( and( thus( the(question(of(what( is( going(on( in( that(bar(goes(
unanswered.( To( summarize,( there( is( a( chord( that,( at( the( most( immediate(
level,( functions( as( a( wellWbehaved( Fs( minor( chord( with( a( double(
appoggiatura;( in( context,( however,( it( behaves( (and( sounds)( more( like( a(
bizarre( Cs( major( chord.( Moreover,( a( semitone( clash( between( Gs( and( An,(
neither(adequately(prepared(or(resolved,(frustrates(both(readings(by(clouding(
the(harmonicWcontrapuntal(argument(of(each.(
( It( might( be( tempting( to( leave( the( question( open( at( this( point,( and(
suggest(that(the(responsible(thing(is(to(accept(the(ambiguity(of(this(chord(as(















































































































arguments( invites( potential( criticisms( that( I( might( be( imposing( a( unified(
analytical( reading( on( an( irreducible( multiplicity.( That( analysis,( to( varying(
degrees,( tends( towards( impositions( of( single,( linear( readings( over( the(
celebration( of( ambiguity—or,( to( use(Krims’s(word,( polysemy—has( been( an(
abiding( criticism( from( various( quarters.( It( is(worth( considering( the( specific(
criticisms(against(musical(unity;(although(not(a(perfect( fit(with( the(example(
analysed(here—since(the(debate(centres(on(the(‘unity’(of(a(single(chord,(rather(
than( the( larger( expanse( of( an( entire( passage( or( movement—the( terms( in(
which( the( criticism( is( set( resonate( with( the( concerns( presently( under(
discussion.((
Alan( Street( has( argued( that( the( analyst’s( quest( for( a( unified(musical(
vision( has( the( result( that( ‘disjunction,( conflicts( and( diversities( are( thereby(






[Bars( 247–51]( have( neither( motivic( precedent( nor( consequent,( they( do( not(
appear(in(the(corresponding(place(in(the(exposition,(and—most(significantly—
they(are(motivated(not(by(any(global(harmonic(plan(but(only(by(the(tonal(logic(
of( the( preceding( few( measures( […].( This( passage( is( exciting( because( of( its(
textual( disunity( rather( than( any( sense( of( belonging( organically.( The( textual(
unity( it(contains( is,(by(comparison,(rather(ordinary([…].(A(traditional(analysis(
would( point( to( the( voiceWleading( connections( between( this( passage( and( the(








He( concludes( by( asserting( that( performing( such( an( analysis—one( that(
demonstrates( its( continuity( with( previous( music,( and( so( forth—‘privileges(
continuity(over(discontinuity,( textual(unity(over(disunity’,( adding( that( ‘it( is(
the(prejudices( of( the( analysis( that(make(us(more( able,( and(more(willing,( to(
understand( and( accept( the( former( over( the( latter’.77 (Therefore,( in( a( later(
article,( he( argues( that( ‘disunity( needs( to( be( appreciated( not( only( as( the(
absence(of(unity,(but(also(as(a(musical(experience(in(and(of(itself’.78((




fugue( become( aesthetic( black( holes( into( which( we( cannot( look,( or,( in(
Wittgensteinian(fashion,(must(pass(over(in(silence.(The(reason(those$particular(
notes(were(chosen,(even(for(their(‘disunified’(effect,(seem(inaccessible,(and(the(
particular( significance( of( that( purported( disunity—why,( for( example,(
disunity(might(be(appropriate(at(that(particular(time—is(not(considered.(Alan(
Street(is(even(more(explicit,(drawing(a(link(between(formalist(analytical(tools,(














The( mystified( state( of( organist( consciousness( originally( evolved( from( the(
supposed( capacity( of( the( aesthetic( to( heal( the( division( between( subject( and(
object( through( a( final,( transcendent( reconciliation( of( sensuous( cognition(with(
conceptual( understanding.( Equally( plain( is( the( fact( that( faithful( realization( of(
the(aesthetic(depended(on(confirmation(of(the(symbol—a(fusion(of(signification(
with(participation—as(the(only(genuinely(selfWpresent(mode(of(expression.(As(a(
result( the( blurring( of( language( and( reality( became( the( primary( model( for(




is( identical( with( the( object( being( analysed( itself—that( the(musical( object( is(
itself( unified,( and( not( just( the( analyst’s( perception( of( it.( This( expression( of(
faith(in(the(perfected(ability(of(language((‘culture’)(to(capture(reality((‘nature’)(
itself( covers( the( modernist( anxiety( of( profound( disconnection( between(
ourselves( as( subjects( and( the( world( as( observed( object.( Thus( the( formalist(
project(is(a(way(of(taming(the(aesthetic(realm(as(a(site(where,(finally,(nature(in(
its( infinity( can( be( comprehended( in( perfected( language,( bringing( about,( as(
Street(terms(it,(a(‘transcendent(reconciliation’.(The(negative(connotations(that(
thus( cluster( around( certain( music( theoretical( concepts—‘analysis’,(

















direction,( each( acting( as( a( ‘wrong( note’( under( different( readings.( To(




mindset—does(not(necessarily( reinforce( a(positivist( approach( to(music,( and(
does(not(of(necessity(falsely(reinscribe(a(stable(selfWpresent(analyzing(subject.(
On( the(contrary,( careful(analysis( can(participate( in( the(project(of(decentring(





This( recomposition( produces( a( perfect( cadence( to( the( major( tonic( (with( a(
stylistic(added(seventh),(pushing(up(further(to(the(minor(subdominant,(before(
resolving( back( to( the( tonic( with( a( tierce$ de$ Picardie.( This( is( an( extremely(
common( cadential( trope( in( Bach’s( works,( used( in( eleven( other( minorWkey(
pieces(in(the(first(volume(of(the(WellQTempered$Clavier—which(is(to(say,(almost(


















































































































































































































































































































































Here,( too,( the( harmony( moves( directly( to(iv#$(with( a( suspended( G#,( before(
moving( to( the( tonic( major.( Heard( together,( then,( the( final( cadence( of( the(
second(piece(might(sound(like(an(intensification(end(of(the(first.((





























































































































































































































































































































































































































































































































































































































































































































































































































Bb(minor(of(Volume(1(of( the(WellQTempered$Clavier( (which( like( the(C#(minor(







nevertheless,( it( demonstrates( Bach( using( this( unusual,( unstable( chord( to(
heighten(the(tension(in(the(final(moments(of(a(chromatically(fraught(piece.(It(
is( also( interesting( to( note( that,( in( the( final( bar( of( the( example( from( the( Bb(
minor( fugue,( the( interrupted( cadence( moves( V–IV,( just( as( in( the( second(
hypothetical(recomposition((although(here(the(subdominant(is(in(first,(rather(
than(second(inversion).(The(possibility(of(reading(the(final(cadence(of(the(C#(
minor( fugue( as( a( bold( intensification( and/or( conflation( of( both( processes—
interrupted(cadence(and(chromatic(augmented(chord—presents(itself.(
( The( three(notes( singled(out( as(possible( interlopers(have(given( rise( to(
three( ways( of( interpreting( the( chord( Bach( is( playing( with( in( this( bar.( The(
chord’s( function( remains( undecidable,(while( at( the( same( time( being( crystal(
clear:(even(before(the(analysis(began(in(earnest,( it(was(clear( that( the(phrase,(
having( set( up( a( perfect( cadence( in( the( tonic,( goes( on( to( thwart( it( with( an(
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intensely( chromatic( (and( therefore( dramatic)( chord,( pushing( the( harmony(
towards(the(subdominant(area(long(enough(for(a(final(statement(of(two(of(the(
three( fugal( subjects,( over( a( plagal( cadence.( The( relationship( between( this(
higher( level(of( clarity(and(material( ambiguity( (or(what( Jonathan(D.(Kramer(
might(call( ‘perceptual(unity’(and( ‘textual(disunity’)( ,and(the(specific(process(
used(to(uncover( it(means(that(none(of( the(usual(approaches( to(such(fraught(
moments(have(been(taken.81(It(is(not(possible,(for(instance,(to(pick(one(reading(
as( the( ‘correct’( one,( and( to( make( an( argument( that( this( is( how( the( piece(
‘should’( be( heard.( Not( only( would( this( (rightly)( attract( criticisms( of(
chauvinistic( formalism,( but( it( would( actively( work( against( the( text:( the(





at( different( times—in( other( words,( a( polysemic( approach.( Each( of( those(
‘analytical(bottom(lines’,(as(Krims(memorably(puts(it,(is(equally(distant(from(
the(actual(text:(it(is(obvious(that(this(chord(is(not((for(example)(an(augmented(
chord—and( that( is( the( point.( Paradoxically,( however,( the( different(
interpretative( strands( not( only( undermine( and( invalidate( each( other,( but(













that( an( inability( to( pinpoint( a( single( interpretation( demonstrates( it( to( be(
fundamentally( unanalysable,( is( equally( wrongheaded.( It( was( noted( above(
that(such(rejections—the(privileging(of(disunity(and(difference(over(unity(and(




process( continued( without( a( sense( of( necessary( closure,( and( the( analysis(
could( have( continued( indefinitely,( at( each( moment( uncovering( new(
interpretative( pathways(without( ever( settling( on( any( one( ‘unified’( reading.(
The(analytical(process,( in(other(words,(was(completely(open.(For,( ironically,(
to( christen( a(moment( ‘disunified’( or( ‘unanalyzable’( is( only( to( reinscribe( the(
master(signifier(of(unity:(one(still(relates(the(construction(of(a(piece(of(music(
to( the( concept( of( unity,( but( negatively.( The( only( difference( is( that( this(
inaccessibility( is(now(valorized,( except( that(without( the( ability( to( scrutinize(
the( inner(workings(of( this( aestheticized(analytical( void,( it( is(disunity( rather(
than( unity( that( appears( positively( theological.( In( this( way,( postmodern(
received(wisdom(is( turned(on( its(head:(surrendering( to( the(void(of(disunity(
closes(interpretative(procedure;(careful(and(selfWconscious(analysis(creates(the(
possibility(of(continually(fruitful(interpretation.(
The( fact( that( supposedly( emancipatory( interpretations( of( musical(
moments( as( ‘disunified’( or( ‘unanalysable’( nevertheless( smuggle( analytical(
forms(within( them( (albeit(negatively)( is( summed(up(by( Julian(Horton,(who(
criticizes( the( prioritization( of( allegedly( empty( subjective( assessments( over(
analytical(processes:(‘it(is(not(that(analysis(supresses(the(subjective(in(musical(
experience,( but( rather( that(placing( an( emphasis( on( immediacy(obscures( the(
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fact( that( it(always(collapses(back( into( the(analytical’.82(Analytical( judgments,(
of(one(type(or(another,(are(always(with(us;( the( least(we(can(do( is(be(honest(
about(it.(Most(importantly,(examining(the(chord(does(not(send(us(further(and(
further( away( from( it,( either( towards( a( formalistWchauvinist( ideological(
perspective( (as( antiWanalysts( might( claim),( or( towards( an( unreflexive( and(
undeclared(stable—if( ‘postmodern’—subjectivity( (as( I(have(accused(Kramer,(
among(others,(of(doing);(rather,(it(draws(inward,(deeper(into(the(musical(text,(
producing(richer(material( the(more( is(asked(of( it,(but(never(settling(on(selfW
present(meaning.(Horton( has( accused( the( obsessively( sceptical( postmodern(
attitude( towards( music( analysis( of( leading( to( a( ‘spiralling( discursive( selfW
referentiality(that(becomes(at(each(stage(arithmetically(more(distant(from(the(
objects( of( music( history’—that( is( to( say,( away( from( the( musical( materials(
themselves;( in( this(chapter,( I(have(alleged( that(what( it( spirals( towards( is(an(
undisclosed( reWinscription( of( the( selfWpresent( subjectivity( of( the( analyst,( no(
matter( the( strength( of( their( protests.83(By( contrast,( I( would( argue( that( the(
approach( outlined( here( leads( to( an( entirely( different( subjective( spiral,( one(
more( in( line(with( the( developments( of( poststructuralist( theory( upon(which(




of( music( theory( are( proper( to( the( musical( text( itself,( such( as( contrapuntal(
norms,( concepts( of( local( and( global( (i.e.( tonal)( dissonance,( and( standard(
harmonic( labels( (chord(names(and(functions,( i.e.( ‘subdominant’(and( ‘tonic’),(
then( the( analytical( process( begins( with( no( subjective( imposition( onto( the(





to( the(musical(material( itself—the(subject(becomes( that(position( from(which(
the(music(is(observable(in(that(multiplicity,(and(as(such,(the(subject(changes(
in( response( to( the( analytical( process,( so( that( it( can( encompass( the( ongoing(
development( of( the( interpretation.( The( analytical( process( becomes( a(
dialectical(one.(The(process(of(naming(produces(new(insight,(but(the(perpetual(
postponement( of( the( act( of( naming( allows( that( process( to( continue(
relentlessly.(Thus( the( two(opposing( impulses—to(name,(and( to(refrain( from(
naming—push(each(other( forward( relentlessly,( spiralling( further( into(music(
and( music( history.( The( subject( position( that( is( formed( in( response( to( this(
process(inevitably(dialectically(evolves(in(step(with(it:(the(inability(to(take(up(
a( stable( position( in( relation( to( the( musical( object( (‘do( I( perceive( it( as( a(
subdominant?( Or( as( an( altered( tonic?’)( is( nothing(more( than( the( relentless(
instability(of(the(subject(position(itself.(It(is(a(fractured(subjectivity(because(it(
is(the(perspective(formed(onto(an(inherently(fractured(object:(in(other(words,(
the( subject(position( comes(after( the(object,( rather( than(before( it,( and(neither(
settles(into(selfWpresence,(because(one(produces(the(other.(What(is(crucial,(at(
least( for( the( purposes( of( this( thesis,( is( that( while( this( approach( is( fully(
responsive(to—indeed,(it(enables—the(decentring(of(the(subject(ushered(in(by(
poststructuralism((and,(more(specifically,(the(New(Musicology),(it(is(entirely(
contingent( on( the( use( of( music( theory( and( music( analysis.( As( has( been(
demonstrated,( a( disavowal( of( theory( and( analysis(would( not( only( frustrate(
this(process,(but(actively(work(against(it.(









be( the( type( of( subject( that( is( formed( in( response( to( the( being( of( the(world,(
constantly( unsettling( the( solidity( of( that( world( in( a( continuous( dialectical(
motion(not(only(to(uncover(the(buried(meanings(that(only(reveal(themselves(
in( this(disturbed(motion,(but( to(uncover( the(most(profound(meaning(of( all,(
that(stable(meaning,(like(stable(subjectivity,(is(impossible.(The(ramifications(of(
such( a( subject( position( will( be( elucidated( in( Parts( II( and( III( of( this( thesis;(
before(that(can(be(done,(it(is(the(work(of(Chapter(2(to(examine(in(more(detail(








a( contextual( art( is( strikingly( ironic( when( one( considers( that( the( most(
developed( existing( theory( of( modernism—Adorno’s( Aesthetic( Theory—was(
written( by( a( man( fascinated( by( the( intersections( of( music,( sociology( and(
philosophy’.1(In(puncturing(the(discipline’s(‘cultural(turn’(so(pithily(he(draws(
attention( to(a(crucial( truth(of(postmodernism:( it( is( substantively( identical( to(
modernism.( If( there( is( any( novelty( in( the( movement,( then( it( is( only( a(
difference(in(attitude(towards(the(tenets(of(modernism.(While(the(distinction(
between(modernism(and(postmodernism(is(a(fraught(topic(of(debate,(for(our(
purposes( it( can( be( most( usefully( understood( as( responding( to( the( same(
anxieties,( often( with( the( same( answers,( while( valuing( those( answers(
completely(differently.((
( For(example,(the(constructedness(of(meaning,(the(death(of(naturalism,(
the( necessity( of( choosing( to( interpret( rather( than( passively( receiving(
representation,(are(all(modernist(anxieties(which(were(explored(to(their(fullest(










piano( composition,( Robert( Barry’s( ‘telepathic( exhibition’,( empty( pages( of(
unwritten( poems.( The( limit( of( arts( lived( as( a( permanent( revolution(was( selfJ
destruction.(A(moment(arrived(when(there(was(nowhere(to(go.2(
(
Postmodernism,( having( fully( understood( the( impossibility( of( meaning( and(
the(contingency(of(interpretation,(rather(than(either(fighting(this(conclusion—
determinedly( attempting( meaningfulness( in( the( teeth( of( the( void—or(
abandoning( hope( altogether,( simply( embraced( emptiness,( producing( ever(
more(ways(of(saying(much(the(same(thing:(that(nothing,(really,(could(be(said.(
As(Susan(McClary(put(it,(postmodernism(was(‘revelling(in(the(rubble’.3(
( This( affected( not( only( the( production( of( art( under( the( postmodern(
regime,( but( also( the( way( art( was( thought( about.( Indeed,( the( two( were(
fundamentally( linked,( as( Robert( Hughes,( one( of( the( fiercest( critics( of( the(
obsessively(postmodernist(New(York( scene(of( the( 1980s,(points(out:( ‘theory(
tended( to( be( raised( above( practice( and( making’,( which( resulted( in( an(
‘exaggerated( drift( toward( the( conceptual’.4 (The( specific( materiality( of( the(
artwork(was( declared( redundant—inevitably,( since( postmodern( philosophy(
posited( an( insurmountable( disconnect( between( the( object( of( art( and( the(
meaning( it( conveyed( (or( rather,( could( not( convey).( But( this( conceptual(
element(was(also(hamstrung,(since(the(only(concept(that(could(be(put(across(
under( such( a( regime( was( that( there( was( no( concept;( it( was( this( sort( of(
thoroughgoing( assault( on( the( very( idea( of( art—now( neither( craftsmanship(












strangely( useless( way( of( thinking( about( it.( Even( setting( any( philosophical(
objections( (temporarily)( aside,( such( a( view( raises( the( question( of( why( one(




hundredth( intervention,( unless( that( ‘object( deployed( in( space’( itself( had(
something( specific( to( recommend( it.( But( that( would( merely( reJinstate( the(
objecthood(of(art—the(idea(that(it(might(contain(something(in(and(of(itself(to(
make( it( worthwhile—which( is( precisely( what( postmodernism( purports( to(
destroy.(Alternatively,(one(might(see(in(the(continued(production(of(such(art,(
despite( its( selfJdeclared(uselessness,( a( confirmation(of(Adorno’s( theories( on(
the( ‘culture( industry’,( insofar( as( an( ‘empty’( artwork,( the( craftsmanship( of(
which( is( at( best( irrelevant,( at(worst( nonJexistent,( conforms( in( nearly( every(
respect( to( Adorno’s( notion( of( a( commodified( artwork. 6 (The( postmodern(
critical(project(might(then(be(seen(as(complicit(in(the(project(of(late(capitalism(
by( providing( a( theoretical( justification( for( the( entrance( of( commodity(
circulation( into( the( artistic( sphere,( hitherto( held( back( by( precisely( those(










As( blunt( as( that( reading( might( seem( at( first( glance,( examining( in(
greater( detail( the( relationship( between( artworks( and( their( interpreting(
subjects( under(postmodernism(will( reveal( exactly( this( sort( of( complicity,( in(
turn( raising( important( questions( regarding( the( ethics( of( such( critical(




Stephen( Melville,( writing( about( a( series( of( drawings( by( Robert( Longo,(
describes(the(effect(of(their(deliberate(ambiguity:(‘one(is(simply(self(before(the(
image( with( its( striking( salience( and( with( its( opposed( and( undecidable(
readings’. 7 (The( construction( of( the( art,( in( other( words,( demands( a( prior(
subjectivity( in( order( to( understand( it—just( as( in( Kramer’s( analyses( in( the(
previous( chapter.( Here,( however,( the( nature( of( the( art( object( requires( this(
perspective;( it( is(a(form(that(is(itself(a(collation,(and(demands(the(activity(of(
collation( in( response.( This( is( observable( in( the( Longo( sketches( (which(
provoke( ‘opposed( and( undecidable( readings’),( but( even( more( so( in,( for(
example,( the( musical( work( of( John( Zorn—an( intentionally( confusing,(
contradictory(assemblage(of(composition(and(quotation(from(a(dizzying(array(
of(sources(and(in(a(dizzying(array(of(styles.(As(Jonathan(D.(Kramer(says,(‘the(
perceiver(must( assume( the( burden( of( rendering( his( or( her( perception( of( it(
coherent.( To(make( sense( of( a( chaotic( piece( like( [Zorn’s](Forbidden(Fruit,( for(
example,( the( listener( must( invest( some( effort.( And,( since( the( ordering( is(
largely( the( listener’s( the( piece( might( well( mean( or( even( be( very( different(
things(to(different(perceivers’.8(These(examples,(then,(are(one(step(beyond(the(





to( such(a(degree( that( there( are(not( just(multiple(meanings,( but(no(meaning(
whatsoever.( Not( in( the( Derridean( sense( of( no( fixed( meaning,( but( rather( a(
chaotic( emptiness( that( demands( the( interpreting( subject( (which( must,(
therefore,( be( prior)( provide( one,( in( effect( completing( the( act( of( collage( left(
incomplete( by( the( artist.( A( criticism( of( postmodernism( on( its( own( terms,(
insofar( as( it( undermines( the( destabilizing( of( the( selfJpresent( subject,( is(
therefore(inevitable.(
Furthermore,( thinking( postmodernism( from( the( perspective( of(
‘collation’(makes(clear(its(links(with(late(capitalism.(As(Steven(Connor(notes,(
‘one(definition( of( postmodernism(might( be:( that( condition( in(which( for( the(
first(time,(and(as(a(result(of(technologies(that(allow(largeJscale(storage,(access,(
and(reproduction(of(records(of(the(past,(the(past(appears(to(be(included(in(the(
present,( or( at( the( present’s( disposal,( and( in( which( the( relation( between(
present( and( past( has( therefore( changed’. 9 (Put( differently,( there( is( an(
omnivorous(quality(to(the(postmodern(subject,(enabled(and(entitled(to(access,(
extract,( reproduce,( and( juxtapose( an( almost( infinite( variety( of( cultural(
fragments.(Indeed,(it(is(central(to(the(postmodern(worldview(that(this(is(what(
constitutes( the( production( of( meaning—that( is( to( say,( that( this( form( of(
interacting(with(the(world(is(not(only(valuable,(but(that(it(is(the(only(valuable(
way(of(doing(so.( It( is(a(decidedly( imperialist(subject(position—sallying(forth(
to( plunder( historically( and( geographically( remote( cultural( repositories,(
creating(no(so(much(artworks(as(collections(of(souvenirs(from(one’s(crusades,(
vitrines(which(become( a( representation( of( one’s( own( subjecthood—but( it( is(
also( a( capitalist( one.( The( evacuation( of( immanent( value,( or( rather( the(





it( is( literally( the( commodification( of( the( aesthetic( realm.( Under( the(
postmodern(regime,(something(akin(to(a(piece(of(music’s(‘use(value’(is(erased,(
and( an( ‘exchange( value’( takes( its( place:( something( is( only(worth(what( you(
would( pay( for( it,( as( the( old( saying( goes—under( postmodernism,( art( only(
means(what(you(say(it(means.((
( Examining( in( more( detail( the( process( of( subjectification( that( this(
attitude( entails( will( expose( even( deeper( links( to( the( workings( of( late(
capitalist/postmodernist(thought.(It(was(noted(in(Chapter(One((section(1.3.2)(
that( Lawrence(Kramer( outlined( an( approach( to(music( and( subjectivity( that(
offered( the(possibility(not( of( constructing( subjectivity,( but( instead(of( taking(
up(and(discarding(preJpackaged(subjectivities(at(will.(The(idea(that(subjective(
identities( can( be( gifted( through( interaction(with( cultural( objects—identities(
that(can(affect(how(one(moves(through(the(world,(but(can(be( inhabited(and(
abandoned( at( will—is( at( the( heart( of( consumer( capitalist( ideology.( A(
Lacanian(analysis(would(see(the(cultural(object(in(this(scenario((i.e.(the(piece(
of( music( being( interpreted)( as( the( objet( a:( a( (phallic)( object( of( desire( that(
promises( to(mend( the(divided( (‘castrated’)( subject.10(There( is( a( fundamental(
split( in( the( subject,( a( ‘lack’( caused( by( being( subject( to( language—or,( in(




This( is(because(the(Lacanian(idea(of( the(objet(a(has(as( its(defining(feature(an(










one(must( keep( going( back( for( more.( Chasing( the( objet( a( is( interminable:( it(
simply(drives(one(to(seek(out(more(and(more(objets.((
This( method( of( analysing( desire( has( great( explanatory( potential( for(
capitalism,(since(it(adequately(describes(its(expansionist,(omnivorous(quality:(
objets(a( provide( satiety( enough( to( give( the( veneer( of( fulfilment,( but( always(
invite(reJinvestment(when(the(lack(once(again(becomes(palpable,(as(it(always(
does.( In( other(words,( once( one( has( bought( into( the( idea( that( part( of( one’s(
subjectivity( lies( outside( oneself,( inside( cultural( objects,( and( that( it( can( be(
internalized( again( by( possessing( those( objects,( one( has( fallen( prey( to( a(
destructive(and(endless(cycle(of(possession:(be(it(cigarettes,(clothes,(drinks,(or(
(as( Bourdieu( explained,( and( will( be( examined( below)( ‘cultural( capital’,(
importing( one’s( subjectivity( wholesale( from( the( outside( world( is( the(
cornerstone(of(capitalist(epistemology.(Capitalism,(then,(is(predicated(not(on(
the(production(of(commodities(but(on( the(production(of(desires;( it(does(not(
sell( objects( but( objets,( which( are( nothing( more( than( reified( splinters( of(
subjectivity(whose(downfall(and(attraction( is( their(disposability.(And(so,(any(








in( the( fugue( in( C#( minor,( BWV( 849,( was( an( application( of( a(Heideggerian(
ontology,( which( gave( rise( to( a( Heideggerian( subject( position.( While( not(
modernist( in( the( classical( sense,( Heidegger( represents( a( (modified)(




of( the( subject( are(already(present( in(Heidegger’s(ontology:( it(will(be(useful,(
therefore,(to(spend(some(time(exploring(the(essential(features(of(Heidegger’s(
arguments(on(the(topic(of(subjectivity.(
Outlining( his( conception( of( Dasein( (literally,( ‘being( there’—his( term(
for,( effectively,( human( beings)( and( Dasein’s( relationship( with( the( world,(
Heidegger(states(that(‘subject(and(Object(do(not(coincide(with(Dasein(and(the(
world’;( that( is,( the( distinction( between( subject( and( object,( as( classically(
defined,( does( not( correctly( capture( humankind’s( relationship( to( the( world(
around( it.11(Heidegger( terms(Dasein’s( relationship(with( the(world( ‘BeingJinJ
theJworld’,( stressing( the( importance(of(understanding( it(as(a(single(concept:(
Dasein’s( ‘inJness’( is( not( separable( from( itself—humans( are( not,( except( that(
they( are( in( the( world:( ‘the( compound( expression( “BeingJinJtheJworld”(
indicates( in( the( very( way( we( have( coined( it,( that( it( stands( for( a( unitary(
phenomenon.(This(primary(datum(must(be(seen(as(a(whole’.12(That(is(to(say,(
‘BeingJinJtheJworld’( does( not( describe( an( independent( subject’s( spatial(
position(in(the(world;(rather,(that(subject(is(constituted(by(the(very(fact(that(it(
is(in(the(world:(‘BeingJin([…](is(a(state(of(Dasein’s(Being([…].(So(one(cannot(
think( of( it( as( the(BeingJpresentJatJhand(of( some( corporeal( Thing( (such( as( a(
human(body)(“in”(an(entity(which( is(presentJatJhand.( […](There( is(no( such(













entity( called( “world”’. 13 (Thus,( Heidegger’s( formulation( rules( out( even( a(
radically(intersubjective(conception(of(the(world:(Dasein’s(worldliness( is(not(
contingent( on( the( presence( or( proximity( of( the(world,( and( its( Being( is( not(
affected( by( other( subjects.( In( fact,( the( whole( concept( of( subjecthood( is(
postponed(entirely—there(is(only(Dasein,(which(is(radically(contingent(on(its(
‘thrownness’(into(the(world(as(a(whole:(‘taking(up(relationships(towards(the(
world( is(possible(only(because(Dasein,( as(BeingJinJtheJworld,( is( as( it( is.(This(
state(of(Being(does(not(arise(just(because(some(other(entity(is(presentJatJhand(
outside(of(Dasein(and(meets(up(with(it’.14(Differences(with(New(Musicological(
thought,( even( the( nuanced( intersubjective( approach( of( Jeff( R.( Warren,( are(
beginning( to( emerge:( the( ethics( of( a( situation,(musical( or( otherwise,( cannot(
simply( be( reduced( to( the( relationship( between( a( subject( and( the( world—
which( other( subjects( and( objects( it( comes( into( contact(with,( the( nature( and(
quality(of(those(relationships,(or(the(consequences(of(those(interactions.(This(





( Dasein,( then,( is( inseparable( from( its( context( and( its( interactions(with(
the(world.(What(is(most(striking(about(Heidegger’s(philosophy(is(the(manner(
of( those( interactions.( For(Heidegger,( Dasein( is( to( be( understood( as( ‘inJtheJ
world’(primarily( through(its(perception(of( the(world,(which( is(constitutive(of(
itself:(
(
When( Dasein( directs( itself( towards( something( and( grasps( it,( it( does( not(
somehow( first( get( out( of( an( inner( sphere( in( which( it( has( been( proximally(




alongside( entities( which( it( encounters( and( which( belong( to( a( world( already(
discovered.([…](The(perceiving(of(what(is(known(is(not(a(process(of(returning(
with( one’s( booty( to( the( ‘cabinet’( of( consciousness( after( one(has( gone( out( and(
grasped( it;( even( in( perceiving,( retaining,( and( preserving,( the( Dasein( which(
knows(remains(outside,(and(it(does(so(as(Dasein.15(
(
Thus( is( it( the( perception( of( the(world( that( constitutes(Dasein’s( BeingJinJtheJ
world.( This( is( largely( because( Heidegger’s( conception( of( Dasein,( after(
Descartes,( is( principally( defined( by( its( consciousness—as( an( ens( cogitans,( a(
thinking( entity.( Fundamental( to( Heidegger’s( ontology( is( a( virtuosic( reJ
reading(of(Descartes:( the( emphasis( on(perception( and( consciousness( ensure(
an(idealist(streak(that(marks(it(out(as(distinctly(modernist,(creating(a(crucial(
critical( distance( from( the( postmodern( philosophy( this( chapter( seeks( to(
overcome.(Nevertheless,( this(same( idealism(makes( the(deconstruction(of( the(




understandingly( towards( that( Being’—that( is( to( say,( that( the( ontological(
definition( of( Dasein( is( that( it( understands,( it( is( selfJconscious—this( act( of(
understanding( takes( on( a( primary( importance,( from(which( everything( else(
flows,(including(subjectivity.16(Heidegger(can(therefore(reJimagine(Descartes’s(
maxim(cogito(ergo(sum,( ‘I(think(therefore(I(am’,(which(he(sees(as(deficient(for(
two( reasons.(First,(because( it( assumes( the(existence(of( an( ‘I’(before(proof(of(
any(existence(has(even(been(given;(second,(because(‘I(am’(cannot(be(logically(
deduced( from( ‘I( think’,( as( the( word( ‘ergo’( implies—although( they( can( be(
linked(in(an(even(stronger(fashion,(as(will(be(explained(below.(Since(Dasein(is(




mode(of( its( interaction(with( the(world( is( that( it( understands( the(world,( the(
notion(of( ‘thinking’( is( too(narrow.(Heidegger’s( own( translation( is( instead( ‘I(
represent,( therefore( I( am’. 17 (As( Fredric( Jameson( explains,( ‘the( notion( of(
representation(is(itself(Heidegger’s(solution:(for(him(it(means(exactly(the(same(
thing(as( the(subject/object( split;(only( the(word(“representation”(underscores(
the(mutual( interaction(of( these( two(poles(while( the(other( formula( separates(
them(by(giving( each( a( separate(name,(namely( subject( on( the(one(hand(and(
object(on(the(other’.18((
Heidegger( has( deconstructed( the( subject/object( split( as( a( direct(
consequence(of(his(one(ontological(foundation:(that(humans(are(conscious,(and(









can( say(“I”’.19(Jameson(explains( the( careful( calculus(of( this( approach,(which(
avoids(both(a(dogged(materialism—insofar(as(the(objecthood(of(the(object(is(
not( prior( to( consciousness—and( a( postmodern( selfJcentredness:( ‘on( this(
reading( of( [interpretation],( the( [being]( of( the( object( is( its( [being( perceived];(
provided( one( adds( the( proviso( that( then( in( that( case( the( object( did( not(
previously( exist( in( that( form( at( all;( but( also( that( this( is( not( an( idealist(






since( as( yet( no( perceiving( subject( exists’. 20 (This( foregrounding( of(
representation—Descartes’s( cogito—rips( apart( the( casual( union( of( ‘human(
perceiver’( and( ‘subject’,( to( the( point( where( it( becomes( logical( to( state,( as(




emergence( of( the( subject:( the( construction( of( the( object( of( representation( as(
perceptible( formally(opens(a(place( from(which( that(perception( is( supposed( to(
take(place:(it(is(this(structural(or(formal(place,(and(not(any(kind(of(substance(or(
essence,(which( is( the( subject.( […]( In(Heidegger’s(narrative,( the(object(may(be(
said(to(produce(the(subject.22(
(
Cogito—representation,( understanding,( consciousness,( thought,( ‘BeingJinJ







in( which( the( mysterious( chord( was( found—the( analysis( prioritized( the(
construction(of(the(musical(object.(This(was(not(the(same(thing(as(giving(the(
chord(a(single,(stable(name:(that(would(be(to(prioritize(the(construction(of(
the( listening( subject,( since( it( is( the( subject( that( determines( the( way( the(
chord(is(heard.(In(other(words,(assigning(a(definite(name(to(the(chord((even(







subjectJpole,( which( would( act( upon( the( chord( by( tying( it( to( a( single(
harmonic( function.( Rather,( the( analysis( explored( how( understanding( itself(
changed(the(nature(of(the(musical(object,(by(creating(different(ways(for(it(to(
be( heard—that( is,( to( act( upon( the( formal( space( of( the( listening( subject.(




emphasis( placed( on( perception:( for( one( thing,( its( distinctly( idealist,( even(
abstract,( streak( places( it( some( distance( from( the( norms( of( postmodern(
thought.(Nevertheless,(the(fact(that(it(enshrines(an(ineluctable(link(with(the(
world—not( a( ‘relationship’( but( a( fundamental( oneness,( a( true(
inseparability—has(obvious(ethical(ramifications.(
Later( chapters( will( explore( in( greater( detail( the( nuances( of( this(
worldview:( the( dialectical( interaction( of( subject( and( object,( material( and(
ideal,(as(well(as(the(concept(of( ‘thrownness’—the(forcing(of(consciousness(






The(promise( of(music( analysis,( from(Lawrence(Kramer’s(perspective,( is( not(
that( it( allows( an( intricate( and( ultimately( endless( process( of( dialectical( selfJ
creation,(but(rather(that(it(can(shine(your(preJexisting(subjectivity(back(at(you.(
His(metaphors( are( shot( through(with( simultaneous( solidity( and( thinness—
! 86!
‘dolls’( and( ‘cardboard’—which( makes( musical( analysis( into( something(
quicker,( glossier,( and( instantaneous.( This( epistemological( trend( has( deep(
roots( in(postmodernism’s( aversion( to( creation(and(depth,( favouring( instead(
replication,( reflection,( and( surface.( Along( these( lines,( James( Currie( has(
considered( postmodernism( from( the( point( of( view( of( the(mirror.( He( notes(
that( postmodern( art( seeks( to( reflect( the( world( entirely( back( at( itself—not(
necessarily(out(of(satisfaction(with(it,(but(as(a(method(of(critique:((
(
Postmodernism( seeks( to( transform( the( entirety( of( social( existence( into( one(
massive( surface( by( relocating( the( economically( and( representationally(
dispossessed(from(the(invisible(depths,(where(they(act(as(a(foundation,(and(on(
to( the( visible( surface( [….]( Postmodernism( seeks( to( better( the(world( precisely(
through(making(all(of(its(surfaces(as(reflective(as(possible.(In(so(doing(it(strives(
to(guarantee(that(there(will(be(no(place(where(the(world(cannot(be(confronted(




This( recalls( similar( comments( by( Fredric( Jameson( on( the( goals( of( early(
postmodern(architectural(projects.(He(notes( that( ‘they(no( longer(attempt,(as(




Bonaventure( Hotel,( ‘the( entryways( […]( are,( as( it( were,( lateral( and( rather(








story( shopping( balcony’.25(The( solidity( of( the( building( is( jeopardized( by( its(
own(architecture,(as(it(seeks(to(melt(away(into(the(city(that(preceded(it,(rather(
than(alter(it.(This(is(amplified,(aggressively,(by(‘the(great(reflective(glass(skin(
of( the(Bonaventure’,(which( ‘repels( the(city(outside’(and( ‘achieves(a(peculiar(
and( placeless( dissociation( […]( from( its( neighbourhood:( it( is( not( even( an(
exterior,( inasmuch( as(when( you( seek( to( look( at( the( hotel’s( outer(walls( you(






the( possibility( of( critique.( That( is( to( say,( postmodernism’s( obsession( with(
contentJfree(‘depthlessness’(makes(it(hard(to(determine(whether(its(artworks(
‘reflect’(the(world(back(at(the(viewer(in(disgust,(celebration,(or(in(a(tacit((and(
complicit)( acceptance( only( masquerading( as( criticism.( Robert( Hughes(
performs(a(devastating(critique(of(Andy(Warhol(precisely(along( these( lines,(
effectively(accusing(him(of(hypocrisy:(‘the(People(could(immediately(see(and(
grasp( what( Warhol( was( painting.( Let( them( eat( soup!( They( were( used( to(
movie(stars(and(Coke(bottles.(To(make(such(bottles(in(a(factory(in(Atlanta(and(
sell(them(in(Abu(Dhabi(was(a(capitalist(evil;(to(paint(them(in(a(Factory(in(New(
York( and( sell( them( in(Düsseldorf,( an( act( of( cultural( criticism’.27(Whether( or(
not(Hughes’s(lambasting(of(Warhol(is(wellJplaced—whether,(that(is,(Warhol’s(
replication(of(capitalist(massJproduction(was(intentionally(indifferent(to(actual(








existence( of( a( selfJpresent( subject,( and( since,( as( such,( the( interpreter( has(
absolute( freedom( to( determine( the( content( of( the( work,( whether( the( art( is(
critical(of(the(surrounding(world(or(not(relies(entirely(on(whether(the(subject(
was( critical( of( it( to( begin(with:( ‘Warhol’s( silence( became( a( Rorschach( blot,(
onto(which(critics(who(admired(the(idea(of(political(art—but(would(not(have(
been( seen(dead(within( a( hundred(paces( of( a( realist( painting—could(project(
their( expectations( […].( If( he(declared( that(he(was( interested(only( in(getting(
rich( and( famous,( as( was( everyone( else,( he( could( not( be( telling( the( truth;(
instead,( he(was( parodying(America’s( obsession(with( celebrity,( the( better( to(
deflate(it’.28((
To( return( to( Jameson’s( discussion( of( postmodern( architecture,( it( is(
quite( feasible( that(one(might( consider( the(destruction(of( traditional(middleJ
American( towns,( to( be( replaced( by( gigantic( multinational( monoliths,( a(
cultural(crime(of(the(highest(order;(on(the(other(hand,(one(might(consider(the(
impoverished(nature(of(such(towns,(destroyed(by(deJindustrialization(and(the(
internationalization(of( labour,( to(be(an(equally(heinous( crime.(Thus,( a(giant(
office(building(or(upJmarket(hotel(might(be(received(either(as(an(unwelcome,(




altogether( more( sinister:( an( intentional( move( to( disrupt( any( critique,( by(
tacitly( claiming( that( there( are( no( grounds( for( debate,( since( nothing( has(
changed—what( one( starts( with,( one( ends( with.( The( giant( hotels( do( not(






Back( in( the( realm(of(music,(Currie( invokes(minimalism(as(a(possible( site(of(
postmodern(‘depthless’(resistance:((
(
[Postmodernism’s]( call( for(depths( to(be( collapsed( into( completely( selfJpresent(






through( a( theory( of( structural( levels?’( By( maximizing( visibility( we( move(
toward( maximizing( availability,( and( the( more( of( the( world( that( is( made(
available,( the(more( likely( it(will( be( that(we(will(move( toward( an( equality( of(
representation(and(a(respect(for(difference.29(
(
The( claims( of(minimalism( that(Currie( invokes( (which,( incidentally,( he(does(
not( accept)( are( essentially( claims( of( immediacy.( ‘TwoJdimensionality’( in(
music(to(be(lauded,(since(it(renders(it(instantly(comprehensible;(not(only(this,(
but( since( music( is( part( of( the( world,( by( grasping( music( instantly,( one( is(
grasping(the(world.(The(mirror(metaphor,(then,(has(been(replaced—mirrors,(
after( all,( have( a( necessary( thickness( in( order( to( function—with( a( vanishing(




( As( my( ironic( paraphrase( of( positivist( historian( Leopold( von( Ranke(




from( the( same( Romantic( and( protoJmodernist( epistemology( that(
postmodernism( claims( to( overwrite.( Examining( postmodern( music( and(
musicology( from( this( perspective—the( perspective( of( subjectivity—is(
advantageous,(since( it(makes(both(the( intellectual(genealogy(of( the(position,(
and(its(political(repercussions,(crystal(clear.(Janet(Levy(noted(that(complexity(
(along(with(unity,(originality,( economy,(and(a(host(of(other( textual( features(
commonly( associated( with( musical( analysis)( are( covertly( privileged( values(
within( musicology,( ultimately( stemming( from( an( organicist( and( objectivist(
view(of(music( lately(demonstrated( to(be(problematic.30(Nevertheless,( tracing(
the( assumptions( surrounding(music(written( in( opposition( to( such( values—
that( is,( music( Currie( heuristically( terms( ‘minimalist’—reveals( a( number( of(
contradictions,( political( as( well( as( epistemological.( For( example,( Michael(
Nyman,( writing( about( a( loosely( minimalist( style( dubbed( ‘The( New(
Simplicity’(of(which(his(oeuvre(forms(a(part,(claims(that(‘in(this(new,(simple(
experimental( music( the( given( material( of( a( piece( is( its( only( material( and(
relates(only( to( itself;( there(are(no( contrasting,( complementary,(or( secondary(
ideas’.31(If(this(sounds(like(an(invocation(of(a(renascent(naturalism,(it(is(not(an(
impression(he(is(quick(to(dispel:(he(goes(as(far(as(suggesting(naming(the(style(
‘New( Objectivity’,( rather( than( ‘New( Simplicity’.( Naturalism( is( even( more(
notable( among( composers( incorporating( aleatoric( procedures( into( their(
minimalist( composition,( whose( thoughts( Nyman( includes( in( his( own(
argument.( Dick( Higgins( has( asserted( that( ‘Cage’s( emphasis( on( chance(
procedures(is(significant(as(a(means(of(distancing(oneself(from(one’s(materials(
[…](The(composer(no(longer(feels(the(necessity(of(consciously(influencing(the(












reality( it( reintroduces( a( troubling( naturalist( metaphysics( that( is( seemingly(
opposed(to(the(values(of(the(New(Musicology(movement.(Schenker’s(writings(
have( rightly( been( critiqued( for( their( ethnocentric( claims( about( the(
‘naturalness’( of( the( tonic( triad( (the( Naturklang,( ‘nature’s( chord’);( here,(
minimalist( music( seems( to( be( asserting( the( naturalness( of( even( more(
significant(quantities(of(musical(material—perhaps(even(at(the(level(of(motif(
or( theme.( When( Nyman( advocates( for( the( alleged( ‘absolute( simplicity’( of(
musical( themes,( and( lauds( their( apparent( ‘selfJreferentiality’,( he( makes( a(
claim(of(depthlessness:( that(musical(material( is(not(composed(of(constituent(
parts,( and( that( it( has( no(musical( or( cultural( history( to(which( it(might( refer(
back.( This( claim( is( an( essential( move( of( both( capitalism—in( which(
subjectivities( are(not( formed( through( their( thrownness( in( a( fragile(world(of(
mutual( construction,( but( rather( in( which( subjects( are( glued( together( by( a(
collation( of( illusorily( whole( objets( papering( over( their( cracks—and(
postmodernism(in(general—in(which(history(is(only(another(objet(for(the(use(
of(an(allJpowerful(narcissistic(subject,(rather(than(a(testament(to(the(existence(
of( other,( previous( subjects( (or( rather,(Dasein).( But(more( immediately,( in( so(
doing,( Nyman( attracts( all( the( criticisms( of( ethnocentrism,( of( blindness(
towards( the( cultural( baggage( of(musical( composition,( that( have( previously(





! Even( considering( that( Nyman( is( partially( referring( to( aleatoric(
composition,( there( is( no( way( around( the( historicity( of( musical( material.(
Despite( employing( chance( procedures,( a( composer( could( never( be( entirely(
‘distanced’( from( their( materials,( as( Feldman( claims,( since( the( range( of(
possible(materials( from(which( a( composer(might( randomly( choose( is( itself(
historically(and(geographically(circumscribed.(For(a(great(deal(of(Cage’s(and(
Feldman’s(music,( and( certainly( for( the(diatonic,( largely( consonant(music( of(
Nyman( and( his( acolytes,( the(material( is( drawn( from( notes,( harmonies( and(
rhythms(which(have(already(been(selected(and(organized(for(them,(through(




(which(may(be( the( basis( of( the(Renaissance( tactus)( to(dance( forms.(What( is(
more,( at( least( in( the(West/global(North,( these( compositions( are( received(by(
listeners( that( are( likely( to( be( enculturated( into( that( same( tonal( language,(
regardless( of( how( distant( from( it( the( composer( might( be.( And( therefore( a(




fact( of( enculturation( erases( the( fundamentally( intersubjective( nature( of(
musical( composition,( and( the( importance( of( interpretation( in( the(
communication( of( musical( meaning;( even( though( the( examples( given( here(
represent(a(fairly(basic(level(of(interpretation((at(least(from(the(vantage(point(






The( postmodern( suppression( of( complexity( in( favour( of( naturalness( recalls(
Pierre( Bourdieu’s( analysis( of( the( relationship( between( aesthetic( taste( and(
class.34(Once(again,(therefore,(there(is(not(merely(a(question(of(a(philosophical(
selfJcontradiction( at( stake,( but( an( additional( political( element( that(warrants(
investigation.(Bourdieu(highlights(the(utilitarian(use(of(art,(especially(by(the(
upper(and(upperJmiddle(classes,( to(acquire(what(he( terms( ‘cultural(capital’;(
despite(this(polemical(and(narrow(approach((it(was(intended(as(a(broadside(
as( much( against( avantJgarde( modernism( as( sleek( postmodernism),( his(
comments( on( the( political( and( ideological( force( of( disguising( construction(
beneath(a(veneer(of(naturalness(are(revealing.(Bourdieu(highlights(the(social(
necessity( of( disguising( aesthetic( training( to( maintain( the( ‘distinction’( that(
gives(his(book(its(title:(
(








This( aesthetic( training( comprises,( although( it( is( not( restricted( to,( the(
enculturation( that( was( assumed( in( the( analysis( that( concluded( Chapter(
One,( which( enabled( the( ‘tonal( listener’( to( comprehend( consonance( and(
dissonance,( the( implications(of(certain(chords(and(the(possibilities(of( their(







takes(place:( indeed,( it( is(central( to(his( thesis( that( it(must.(His(point,(made(
very(forcefully,( is(that(the(act(of(suppressing(that(knowledge—of(claiming(
as(natural(that(which(is(learned—is(a(classist(act:(‘the(sovereign(pleasure(of(
the( aesthete( dispenses( with( concepts.( It( is( opposed( to( the( supposedly(
pleasureless( thought( of( the( petit( bourgeois( and( the( “parvenu”,( who( are(
always( exposed( to( those( forms( of( aesthetic( perversion( which( put(
knowledge( above( experience( […]( like( filmJbuffs( who( know( everything(
there(is(to(know(about(films(they(have(not(seen’.36((
( This( suppression( of( intellectual( sophistication( is( particularly(
noticeable,( and( thus( particularly( troubling,( in( certain( strands( of(
musicological( writing( over( the( last( few( decades.( Once( again,( the( trend(
seems( to(emerge( from(a(practice(with(only( the(best( intentions:( the(greater(
democratization( of( musical( understanding,( or( resisting( the( abstraction(
away(from(human(concerns(that,(according(to(some(critics,(music(analysis(
represents.( According( to( Gary( Tomlinson,( the( increasing( abstraction( of(
musicJanalytical(writing(‘represents(an(absolution(of(the(musical(materials(
involved( from( their( human( creative( matrices—a( manner,( that( is,( of(
decontextualization’.37(The(Kantian(ideal(of(disinterestedness,(which(he(sees(
as( a( foundation( stone( for( traditional( music( analysis,( is( accused( of(
‘detach[ing]((mysteriously)(instrumental(music(from(the(human(means(and(
ends( of( its( production,( dissemination,( and( consumption’. 38 (By( contrast,(
Tomlinson(has(stated(what(he(describes(‘a(central(tenet(of([his](own’:(‘that(
musical( art( works( are( the( codifications( or( inscribed( reflections( of( human(






interpretation( of( cultural( context’.39(These,( then,( are( theoretical( objections(
based(on(music’s(disputed(ontology;(they(will(be(considered(at(length(in(the(
later(parts(of(this(thesis.(However,(more(generally(political(criticisms(of(the(
technical( complexity( of(music( theory( are(widespread.( Scott( Burnham( has(
noted( concerns( that( ‘something( like( a( guild( mentality( has( arisen( in( the(
theory(community,(with(the(result(that(theorists(are(perceived(as(selfJwilled(
musical( insiders,( as( a(privileged(priesthood,( keepers( of( the(music’s( voice,(
that(most(incorporeal(of(relics’.40(
( Lawrence( Kramer( combines( both( critiques( in( his( exhortation( for( a(
more( deliberately( humanist( musical( criticism.( Building( on( his( assertion(
(quoted(in(Chapter(One)(that(analysis(and(criticism(were(separated(by(the(
fact(that,(while(analysis(is(largely(concerned(with(the(fine(textual(details(of(
the( musical( score,( music( criticism( ‘privileges( the( details( that( carry( the(
greatest( expressive( value,( signifying( power,( and( cultural( resonance’,( he(
concludes( that( ‘one( consequence( of( this( is( that( many( satisfying( acts( of(
musical(criticism(need(never(go(beyond(the(foreground;(the(foreground(is,(







to( isolate( music( from( culture,( or( to( disavow( the( seriousness( of( musical(









circulation( by( the( preferences( and( listening( habits( of( nonJspecialist(
audiences.( If(a(composition( is(widely( intelligible,( its( intelligibility(must(rest(
to(some(degree(on(patterns(that(can(be(recognized(and(remembered(with(a(





just( aesthetic( enjoyment)( are( totally( distinct,( or( even( at( opposite( ends( of( a(
continuous( spectrum,( is( not( as( straightforward( as( he( implies:( it( is( a(
commonplace(among(music(analysts,(for(example,(that(one(of(the(functions(of(
technical( analysis( is( to( explain( why( something( might( be( meaningful( or(
enjoyable,( and( the( practice( is( therefore( an( exploration( of( the( unconscious(
responses(of(an(enculturated(listener.(It(was(to(this(end(that,(at(the(end(of(the(
previous( chapter,( I( demonstrated( the( way( in( which( a( (limited)( technical(
exploration(might( increase( the( understanding,( and( even( the( enjoyment,( of( a(
musical( moment.( By( drawing( out( the( competing( implications( of( an(
ambiguous( harmony,( I( provided( an( opportunity( to( dwell( on( an( aesthetic(
moment(that,(within(the(context(of(a(performance,(would(pass(too(quickly(to(
be( savoured( fully.( Thus,( when( Kramer( claims( that( ‘the( foreground( of( the(
Funeral(March(in(the(Eroica(may(try(to(confront(human(mortality(in(the(light(
of( modern( warfare;( the( middleground( and( background( do( not’,( he(
fundamentally(misunderstands( the(way( the(middleground( and(background(
operate,(and(especially(how(they( interact(with( the( foreground.43(Rather( than(
being(distinct,(impermeable,(and(sharply(hierarchical(registers,(as(he(implies,(
each(creates(the(possibility(of(the(other:(it( is(the(structure(of(the(background(






the( light( of( modern( warfare’,( and( it( is( a( confrontation( that( might( become(




a( sudden( harmonic(move( from( the( dominant( of( Eb( to( four(measures( of( Db(
(mm.( 20–24);( the(musical( image( suggests( a( Lucretian(materiality,(masses( of(
matter(colliding(and(grating(each(other(in(the(void(not(yet(filled(by(the(divine(
Will’. 44 (Clearly,( the( reason( this( moment( is( so( striking,( so( redolent( of(
primordial(chaos,(is(the(unmotivated(and(tonally(dysfunctional(move(from(V(
to( bVII;( the(unfilled(void(which(Kramer( invokes( is(a( space(without( tonality,(
without(harmonic(direction.( In(a( flourish( that(must(be(knowingly( ironic,(he(
even( engages( language( that( is( strongly( evocative( of( Schenker’s( ‘Will( of( the(
Tones’.( Nevertheless,( this( is( all( done( in( the( service( of( criticizing( Schenker,(








there( is( nothing( in( his( critique( to( suggest( that( moving( beyond( this(
intentionally(basic(level(of(analysis(would(not(yield(further(critical(insights.(
On( the( other( hand,( one( could( retain( the(distinction(between( analysis(





assessment( that( music( exists( most( truly( in( performance—that( it( ‘is’(
performance( (rather( than,( say,( something( that( can( be( read( off( a( page),( and(
therefore( that( to( be( a( responsible( musicologist( one( must( approach( it( from(
within( the( parameters( of( performance;( naturally,( this( rules( out( complex(
textual(analysis.(On(the(other(hand,( if(one(disagrees(that(music( is(exclusively(
something(to(be(performed,(one(can(maintain(that(analysis(simply(undertakes(
a( different( task( from( that( of( aesthetic( listening,( avoiding( the( choice( that(
Kramer( sets( himself.( The( first( claim—that( analysis( can( enhance( aesthetic(
enjoyment—has( already( been( explored,( and( the( second—that( music( is( not(
most( sensibly( considered( as( something( exclusively( geared( towards(
performance—will(be(examined(closely(in(Chapter(Five.(In(fact,(this(thesis(as(





( There( is( a( second( objection( to( Kramer’s( claims( of( the( benefits( of(
simplicity( in( musicology,( namely( the( sheer( difficulty( of( the( critical( work(
Kramer(performs.( Throughout( his( article,( he( draws(parallels(with( literature(
and( visual( art( spanning( ‘Flaubert,(Huysmans,( Baudelaire,(Wilde,( Beardsley(
and(Klimt,( in(order( to( “read”( the(Salome( story( as( a( cultural( text( of( the( late(
nineteenth( century’. 46 (He( goes( on( to( subject( this( comparative( work( to(
Freudian,(Lacanian,(Nietzschean,(feminist,(and(queer(readings,(alongside(his(
allegedly(nonJspecialist(musical(analysis.(There(is,(in(other(words,(nothing(to(
suggest( that( Kramer( is( attempting( critical( simplicity,( and( this( in( itself( is(
revealing:( that( he( should( deem,( for( example,( theories( of( the( male( gaze( or(




music( places( his( critique( in( a( particular( political( situation,( at( least( with(
regards( to( the( status( of( music( and( musical( education( within( public( and(
academic(discourse.(This(will(be(elaborated(below.((
( Finally,( it( is( questionable( whether( Kramer( even( lives( up( to( his( own(
aims(of(musicJtheoretical(simplicity.(The(disparity(between(the(standards(he(
advocates(and(those(he(practices(is(most(noticeable(in(his(interpretation(of(key(
relationships(within(Salome,( especially( that( between(C(major( and(Cs(major,(
which(he(aligns(with(the(head(and(the(body(respectively.47(It(seems(doubtful(
whether(an(‘ordinary’(listener(would(be(able(to(tell(the(difference(between(C(













then,( articulates( a( symbolic( division( between( saint( and( dancer,( work( and(
flesh,((masculine)(Purity(and((feminine)(Perversion’.49((
It(seems(fair,(therefore,(to(charge(Kramer—in(Scott(Burnham’s(words—






analysis( is( rejected,( yet( the( terms( and( basic( analytical( notations( generated(
under(that(ideology(are(preserved(and(continue(to(be(validated’.50(Despite(any(
claims( to( the( contrary,( it( seems( clear( that( Kramer( remains( committed( to( a(
notion( of( specialist( scholarship( that( necessitates( intellectual( complexity,( at(
least( in( the( field( of( critical( theory( and( philosophy;( indeed,( despite( his(
assurances( to( the( contrary,( he( also( still( bears( the( weight( of( considerable(
specialist( musicJtheoretical( training,( which,( when( it( is( not( ‘hiding( in( plain(
sight’,( is( merely( implicit( in( the( structure( of( the( musical( arguments( he(
advances.(By(supressing(that(training,(he(merely(drives(the(specialism(under(
the( surface,( making( it( harder( to( determine( exactly( what( his( musicological(
justifications(are,(and(therefore(making(it(harder(to(critically(engage(with(his(
interpretations.(
The( most( deleterious( political( consequences( of( a( postmodern(
abandonment(of(musicJtheoretical(complexity(is(even(more(noticeable( in(the(
work( of( Carolyn(Abbate( and( Roger( Parker.( ( In(A(History( of(Opera:(The(Last(
Four(Hundred( Years( they( proudly( declare( an( absence( of( ‘abstract( structural(
analyses( of( music,( or( extended( descriptions( of( notes( interacting( with( each(
other’,( with( precisely( the( same( democratizing( justification( that( has( been(
observed(throughout(this(chapter:(‘out(of(a(desire(to(find(a(broader(audience,(




The( only( reason( that( they( are( able( to( interpret( their( opera( ‘events’( so(
knowledgably( is( precisely( because( they( have( such( detailed( knowledge( of( the(
musical(text(in(question,(and(the(history(and(conventions(of(specific(works(and(






that( they( seem( so( eager( to( avoid.( Ironically,( by( writing( soJcalled( ‘accessible’(





That( is( to( say,( the( discussion( has( come( full( circle,( returning( to( Bourdieu’s(
critique(of(a(bourgeois( ‘naturalist’( taste.(Far(from(being(democratic,(scholars(




rely( on( highly( circumstantial( and( privileged( enculturation.( At( worst,( it(
perpetuates( the( ethnocentric( and( classist( assumption( as( to(what( constitutes(
natural(or(unmediated(knowledge.(Those(who(possess( it(have(their(sense(of(
entitlement(confirmed,(while(those(who(do(not(are(permanently(excluded.(In(














judgment:( it( has( become( a( commonplace,( after( the( emergence( of( New(
Musicology,( that( such( conceptions( of( music( perform( objectionable( political(
work( and( should( therefore( be( rejected.( However,( I( demonstrated( that( this(








( (Examining( musicological( discourse( from( the( perspective( of(
subjectivity( is( particularly( enlightening,( not( only( because( it( unsettles( the(
epistemic(assumptions(of(previous(studies(on(musical(ethics,(but(also(because(
the( questions( about( subjectivity( that( it( raises( carry( with( them( their( own(
ethical( and(political( consequences.( For( instance,( a( great(deal( of( the(political(
critiques( of( oldJfashioned(musical( discourse( (the(most( sensitive( example( of(




in( the( parlance( common( to( that( strain( of( critical( thought—‘subjectively’.(
Equally,( it( is( far( from(clear( that( such(an( individualist( conception(of(what( is(
essentially(discursive( freedom(amounts( to( freedom( in( any(meaningful( sense.(
Adam( Krims( warns( us( that( while( ‘postmodern( theories( of( culture( are(
indispensable(for(understanding(music’s(role(in(identity(formation([…](there(
may( often( be( shaping( forces( behind( discourse( that( are( not( themselves(
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discursive’.53(That( is( to( say,( there(are(broader( social( and(political( forces( that(
act( upon( the( supposedly( free( individual—to( give( but( the( most( obvious(
example,(economics—that(are(not(open(to(negotiation(from(this(individualist(
standpoint.(These(nonJdiscursive(limits((or(at(least(limits(that(are(not(internal(
to( the( discourse( they( structure)( constrain( that( possible( freedom,( by(
constraining(what(is(thinkable(in(it.((
( I(have(explored(the(way(in(which(the(prevailing(political(and(economic(
atmosphere( might( be( unwittingly( replicated( in( the( interaction( between(
postmodern( art( and( its(wouldJbe( interpreters,(with( reference( to( Bourdieu’s(
examination( of( the( link( between( social( class( and( taste.( Alastair( Williams(
pithily( summarizes( that( critical( perspective,( invoking( the( same( Lacanian(
apparatus( that(was(mobilized( in( this( chapter( (in( this( case,( the(notion(of( the(
Symbolic,(an(essential(yet(oppressive(function(of(language(that(amounts(to(its(
social( structuration).(He( states( that( ‘the(problems( encountered(when( theory(
tries( to( eliminate( the( subject( are( now( familiar:( in( Peter( Dews’( words,( the(
situation(“leads(merely(to(the(instatement(of(the(symbolic(system(itself,(selfJ




( That( the( political( realm( will( always( break( through—all( the( more(
potently( if( it( is( allowed( to( pass( implicitly,( rather( than( being( explicitly(
invoked—can( most( clearly( be( seen( in( the( way( that( the( supposedly(
progressive( methodologies( of( certain( musicologists( end( up( replicating( the(
oppressive(political(structures(of(presentJday(capitalism.(In(the(final(section(of(






maintained,( inadvertently( or( not,( a( classJbased( divide( with( its( roots( in(
educational( discrimination,( or( perpetuated( the( essentially( liberalJcapitalist(
epistemology( of( valueJfree( relativist( individualism.( In( this( latter( case,( the(










initial( convictions,( or(merely(a( carnivalesque(enjoyment—a(distraction( from(
the(material( reality( of( the(world.(At(worst,( the( type( of( political( subjectivity(
postmodernism( constructs—individualist,( monadic,( and( reactionary( to( the(
objects( around( it—makes( one( complicit( in( those( political( processes(
themselves.(




it( only( drives( the( selfJpresent( subject( further( undercover.( Foremost( among(
those( possibilities( is( the( opportunity( not( only( to( form( our( subjectivity( in(
response( to( the( world,( but( in( so( doing( to( form( the( world( itself;( this(
(dialectical)(process(amounts( to(no(more( than( interacting(meaningfully(with(
the( world,( rather( than( confronting( it( as( a( series( of( (mirrored)( barriers( that(
send(us(away(unchanged,(and(unchanging.((
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( In( other( words,( this( thesis( advocates( a( return( to( the( Heideggerian(
notion( of( BeingJinJtheJworld:( thrown( into( the( world( as( ‘Being’,( the(
phenomenon( of( consciousness( continues( to( form( both( the( objects( of(
perception( and( the( formal( vanishing( point( from( which( that( perception(
emerges—the( subject.( The( attempt( at( total( erasure( of( the( subject( under(
postmodernism,(then,(fails(because(it(is(the(wrong(kind(of(erasure.(The(subject(
must( be( maintained,( in( Derrida’s( term,( ‘under( erasure’,( as( a( positive(
negativity.( It( is(not( an(emptiness( that( can(be( filled(by( (interaction(with)( the(
culture(it(inhabits,(but(rather(is(a(productive(void(that(gives(birth(to(the(world(
around( it.(As(Heidegger(explains,( ‘the(celebrated(“universal”(significance(of(
“Being”( is( not( the( reified( emptiness( of( a( huge( receptacle( into( which(
everything(capable(of(transformation(can(be(thrown.(What(misleads(us(in(the(
direction( of( this( notion( is( our( longJaccustomed(way( of( thinking( that( thinks(
“Being”( as( the( most( universal( determination( of( all,( and( that( therefore( can(
admit(the(manifold(only(as(the(sort(of(thing(that(fills(the(vast(empty(shell(of(
the( most( universal( concept’. 55 (Thus,( resolving( the( ‘dialectical( bind’( that(
Williams( identifies( with( regards( to( the( contrary( pull( between( the( analytic(
‘rationality’( of( the( (problematized)( subject( and( the( ‘empathy’( that( is(
symptomatic( of( its( ultimate( fictitiousness,( is( to( cast( it—after( Adorno—as( a(
negative( dialectic:( in( this( way,( subjectivity( becomes( a( void( from( which( a(
subject(is(continually(produced,(asserting(itself(all(the(more(strongly(precisely(
because(it(is(empty(and(therefore(demands(construction.(56(Again,(this(follows(
Heidegger’s(modernist( construction(of( subjectivity( closely:( for(him,(Being( is(
the( absent( centre( of( everything.( Not( a( state( in( itself,( it( is( rather( the( empty(
condition(of(possibility(for(every(other(action:(‘Being(is(the(most(said,(not(only(





use( the( word( “Being”,( Being( is( nonetheless( said.( Every( verb,( and( not( just(
every(verb(but(every(substantive(and(adjective,(all(words(and(articulations(of(
words,(say(Being.(What( is(most(said(is(at( the(same(time(the(most(reticent( in(






especially( its( essentially( fictive( nature.( Certainly,( the( political( valueJ
judgments( on( the( status( of(music( analysis( revolve( around( a( conviction( that(
such( musical( discourse,( as( a( cultural( construct,( is( a( priori( oppressive.(
However,( as( Williams( points( out,( ‘structural( listening( is( not( alone( in(
depending(on(an(aesthetic(formation,(nor(is(it(substantially(invalidated(by(this(
perspective(since(no(mode(of( listening(can(claim(to(be(value(free’.58(Indeed(I(
have( argued( that( this( fictiveness,( if( engaged(with( necessary( selfJawareness,(
can( instead( become( a( valuable( source( of( productivity( and( freedom.( By(
contrast,( every( attempt( to( circumvent( the( Symbolic( is( always( doomed( to(
failure,(no(more(than(an(exercise(in((literal)(SelfJdenial.(The(active,(rather(than(
substantive,(nature(of(Being((BeJing)(makes(it(inevitable(that(all(investigation(
of( reality( is( fictive:( that( is( what( consciousness( is—a( representation( of( the(
world(that(constructs(us(as(subjects.(What(is(important(is(to(realize(that,(and(
be(honest(about(it.((
Thus,( Part( I( has( returned( precisely( the( opposite( conclusion( from( the(
received(wisdom(of(New(Musicology.(While(I(do(not(claim(that(Western(Art(
Music(must(be( studied(according( to( technical(musicJtheoretical(norms,( since(




idealism/naturalism/organicism,( I( conclude( that( the( axiomatic( exclusion( of(
such( exploration( in( all( circumstances( is( wrongheaded.( MusicJtheoretical(
investigation( is( a( narrative( about( music( that( posits( it( as( a( remnant( of( the(
human( culture( that( produced( it,( whose( communicative( power( is( at( least(
partially( contained( in( its( ideal( existence,( rather( than( simply( its( musical(
performance.( It( is( thus( a( narrative( that( constructs( the( human( subjects(who(
undertake( analysis( as( themselves( at( least( partially( defined( by( their( ideal(
existence,( rather( than( only( their( material( appearance.( If( one( accepts(
Heideggerian( metaphysics,( this( would( appear( to( be( a( more( accurate(
representation(of(what(being(human(entails:(from(an(ontological(perspective,(
then,( accepting( the(possibility( of( such( interaction(with( the(world,( including(
the(musical(world,(would(appear(to(be(the(better(approach.((
Nevertheless,( beyond( the( investigations( into(human(ontology,( I( have(
also(offered(several(observations(on(the(immediate(political(consequences(of(
an(approach(that(axiomatically(excludes(theoretical(complexity(and(technical(
description.(While(Part( I(has(created(a( theoretical( clearing,( in(which( it( is(no(
longer(possible(to(reject(a(priori( this(sort(of(approach(to(interpreting(music—
that( is,( I( have( shown( the( technical( analysis( of( musical( artworks( is( not(
inevitably(politically( regressive—it(has( thus( far( remained(a( largely(negative(
undertaking.( To( make( a( positive( case( that( such( technical( understandings(
might(be(politically(progressive((particularly(in(terms(of(liberating(subjectivity)(
is( the( task(of( the( rest( of( the( thesis.(To( this( end( I(now( turn( to(Part( II,( and(a(































limitations( and( wisely( sought( academic( counsel( shortly( before( his( death’.2( This(
perception(had(its(beginning(in(Schubert’s(own(time,(partly(because(of(the(chronology(
of( the(dissemination(of(Schubert’s(works:(very( few(of(his( largeDscale(compositions,(
and(none(of(his(mature(piano(sonatas(or(symphonies,(were(published(in(his(lifetime.(
The(critical(consensus(that(had(already(sprung(up(around(Beethoven’s(musical(style(














the( twentieth( century,( and( are( reflected( in( the( views( of( Felix( Salzer( and( Theodor(




Schubert’s( unique( harmonic( language( and( use( of( form( being( looked( upon( with(







































This( problem( extends( beyond( narrow( analytical( confines,( into( hermeneutic(





































music( in( light( of( his( perceived( sexual( and(gender( identity,( the( latter( investigation(
began( in( purely( historical,( rather( than( discursive( terms.( This( changed( upon( the(
publication( of( Susan( McClary’s( analysis( of( the( slow( movement( of( Schubert’s(
Symphony(No.(8,(‘Unfinished’;(McClary(read(the(piece(as(a(deviant—and(therefore(
‘queer’—thirdDbased(intervention(in(the(BeethovenDcentred,(fifthDbased(tonal(canon,(
effectively( reDintroducing( the( shadow( of( Beethoven( into( this( new( area( of(
investigation.9(As(McClary(explains( in(a( later(article,( ‘as( the(work(produced( in( the(




self( and( intimacies(might(well(be(understood(as( factors( that( influenced( the( formal(
























(This( is( important( for( the( purposes( of( this( chapter( because( of( the( way( it(
structures(the(discussion(around(Schubert’s(relationship(with(the(norms(of(his(time.(
At(bottom,(the(nineteenthDcentury(model(of(understanding(Schubert’s(gender(identity(
(there(was( no( concept( of( sexuality( at( that( time)(was( an( oppositional( one( (he(was(
understood(against(Beethoven,(and(Beethoven(against(him)(and(an(essentialist(one(
(‘Beethoven’( and( ‘Schubert’( represented( embodied( monadic( conceptions( of(
‘masculinity’( and( ‘femininity’).( In( contrast( to( Solomon’s( empirical( study,(McClary(
might(be(seen(to(reinscribe(such(discursive(essentialism:(by(understanding(Schubert’s(
tonal( strategies( as( a( reaction( against( Beethovenian( masculinity,( which( is( then(
automatically( interpreted( as( encoding( a( certain( femininity( (and( thence(
homosexuality),(McClary(could(be(accused(of(perpetuating(the(same(monadic(identity(
stereotypes( as( nineteenthDcentury( critics.( This( is( a( valid( criticism( even( though( her(
proposed(valueDjudgments(on(those(stereotypes(has(changed:(that(is,(it(is(no(longer(
shameful( (at( least( to(McClary’s( intended( audience)( to( be( homosexual,( or( to( reject(
masculinist(paradigms.(This( accusation(has(been( levelled(by,( among(others,( James(
Webster,( who( claims( that,( ‘notwithstanding( her( many( disclaimers’,( she( ‘remains(
grounded(within(essentialist( thinking’.11( She,( in( turn,(has(been(defended(by(Philip(
Brett,( who( criticizes( Webster( for( ignoring( nineteenthDcentury( ‘negotiations(
surrounding( the( social( construction( of( desire( and( subjectivity’,( specifically( as(
enshrined(within(tonality.12(He(argues—following(McClary’s(original(formulation(in(
Feminine(Endings—that,(rather(than(McClary(reading(essentialist(tropes(into(the(music(










(and,( presumably,( scholars( pursuing( similar( agendas)( are( letting( Schubert( speak(
freely.((
This( is(a(curiously(paradoxical(situation,(and( is(at( the(heart(of( the(problems(
with( Schubert( interpretation:( Schubert’s( music( has( often( been( understood( in(
essentialist(terms,(interpreted(as(operating(in(conflict(with(some(hegemonic(power,(be(
it(Beethoven(or(heterosexuality.(Nevertheless,(since(those(hegemonies(were(in(place(
at( the( time( Schubert(was( composing,( and( to( a( large( extent( remain( in(place( today,(
‘letting(Schubert(speak(freely’(cannot(be(a(question(of(ignoring(or(suppressing(those(
conflicts.(Since(ignoring(hegemony(within(hegemonic(structures(amounts(to(nothing(
more( than( tacitly( replicating( those( structures,( ignoring( the( ‘Beethoven( problem’(
renders( Schubert’s( music( illegible,( just( as( it( was( to( earlier( audiences,( unable( to(
conceive(of(any(other(musical(model(than(a(Beethovenian(one((even(if(they(did(not(
realize(it).(Meanwhile,(ignoring(the(question(of(his(sexuality(or(relationship(to(gender(

























sonata( form—will( make( this( task( easier.( While( previous( value( judgments( on(











insight( into( this(movement( so( far,( then—given( the( dialectical( argument( advanced(
above—the(most(likely(reason(is(that(our(model(of(Schubertian(tonality(is(insufficient.((
Suzannah(Clark(has(raised(a(similar(point(about( the( treatment(of(Schubert’s(








While( the(metaphors( of( wandering,( enigma,( mirage,( willDo’DtheDwisp,( and(magic( all(
seem( strikingly( close( to( the( accusations( of( nineteenthDcentury( critics,( Fisk( and( [other(
similar( scholars]( embrace( the( reversal( of( the(nineteenthDcentury( critical( and(aesthetic(
judgement( of( Schubert’s( music.( They( celebrate,( rather( than( condemn,( Schubert’s(













Schubert( studies:( new( paradigms( of( transferable( harmonic( largeDscale( structures( are(





















music( are(misguided.(Rather,( she( notes( that(while( there( is( a( level( on(which( these(




new( technical( analyses( or( the( development( of( new( paradigms( for( Schubert’s(
instrumental(music’.18((
( While(I(agree(with(Clark’s(aims,(I(have(some(reservations(about(her(methods(
and( results.( First,( as( the( quotations( above( show,( Clark( is( mainly( concerned( with(
Schubert’s(sonata(forms.(This(immediately(limits(the(possibility(for(any(truly(radical(




















up,( rather( than( closing( down,( conceptions( of( tonality( in( Schubert.( Far( from(
domesticating( Schubert’s( formal( and( harmonic( strategies(within( extant(models,( or(
even(expanding(those(models(to(accommodate(his(more(experimental( inventions,(I(
will(be(attempting(to(show(how(these(models(are(wholly(insufficient—that(they(miss(
in( their(very(nature( the(whole( tonal(enterprise( that(Schubert(enacts,(at( least( in( this(
movement.(I(will(not,(in(other(words,(be(making(any(concrete(claims(whatever—that(
this(piece(is(in(such(a(form,(or(that(the(tonality(functions(in(this(sort(of(way;(on(the(
contrary,( I( will( be( opening( up( a( series( of( previously( unconsidered( possibilities( for(
understanding(Schubert.((
On(the(other(hand,(if(I(am(presenting(the(possibility(that(tonality(in(Schubert(
can(be(considered( in(certain(new(ways,( that( is(because( I(am(making(a(claim(about(



























these(binaries,( that(what(makes(Schubert( ‘Schubert’( is( located( in( the( excess,( in( the(
ways(his(music(cannot(be(described(in(relation(to(Beethoven,(or(sonata(form,(or(in(the(
way(he(cannot(simply(be(understood(as(a(homosexual(or(effeminate(composer.(He(is(








noticeable( that( the( attention( given( to( this( piece( has( been( less( extensive( and( of( a(
different(kind(than(that(given(to(his(final(sonata,(D.(960(in(Bb(major.(That(sonata(has(
been(elevated( to(nothing(short(of(an(exemplar(of(Schubert’s( late(style:( in(his(essay(
‘Franz(Schubert’,(Tovey’s(selects(it(as(his(sole(example(for(an(extended(discussion(of(




movement,( and( anticipates( several( moments( on/in( Gb( and( F# in( subsequent(
movements,(is(an(almost(irresistible(union(of(hermeneutic(and(analytical(signification,(




Richard( Cohn( has( taken( Tovey’s( description( of( the( harmony( preceding( the(
recapitulation( in( the( first(movement—‘as(wonderful( as( starDclusters’—as(a( starting(
point(for(his(elaboration(of(neoDRiemannian(theory.22(All(of(these(writers(examine(both(
the( fine( details( of( Schubert’s( musical( surface( alongside( its( harmonic( and( formal(
structure,(when(drawing(their(interpretative(conclusions.((
The(Sonata(in(A(Major(D.(959(has(attracted(a(different(sort(of(response.(In(line(
with( Clark’s( general( rule,( the( responses( are( more( immediately( poetic:( William(
Kinderman(examines(the(second(movement’s(reflections(of(‘wandering(archetypes’,(






















to( the( alleged( structural( importance( of( resonance( and( gesture.24( Overwhelmingly,(
only( the( first( movement( is( submitted( to( thoroughgoing( analytical( procedures:(
Hatten’s(article(spends(only(twoDandDaDhalf(paragraphs(on(the(second(movement;(Roy(






dramatic( crux’( of( the(work,(while(Kinderman( considers( it( ‘extraordinary’( and( the(
sonata’s(‘centre(of(gravity’.26(It(is(perhaps(strange,(then,(that(so(little(detailed(attention(




section( ‘as( close( to( a( nervous( breakdown(as( anything( in( Schubert’s( output’,(while(
Kinderman(asserts(that(the(‘middle(section(seems(to(unleash(not(just(turbulence(and(
foreboding,( but( chaotic( violence’.27( Charles( Fisk( hears( in( the( ‘extraordinarily(wild(






25( Hatten,( ‘Schubert( the( Progressive’,( 67–69( and( 75;( Roy( Howat,( ‘Architecture( as( Drama( in( Late(
Schubert’,(Schubert(Studies(ed.(Brian(Newbould((Aldershot:(Ashgate,(1998),(166–190;(Ivan(Waldbauer,(
‘Recurrent(Harmonic(Patterns( in( the(First(Movement(of(Schubert’s(Sonata( in(A(Major,(D.(959’,(19thA
Century(Music(Vol.(12(No.(1((Summer,(1988):(64–73.(
26( Howat,( ‘Architecture( as( Drama’,( 187;(William( Kinderman,( ‘Schubert’s( piano(music:( probing( the(








































movement( out( of( hand,( in( line( with( Clark’s( suggestion( I( will( demonstrate( an(







for( tonal(relations( is( the(solar(system,(where(positions(are(determined(relative( to(a(
central(unifying(element.(A(star(cluster(evokes(a(network(of(elements(and(relations,(
none( of( which( hold( prior( privileged( status’.34( Taking( Tovey’s( metaphor( in( an(







and( large( the( stars( in( a( cluster( are( coDdependent,( rather( than( revolving( around( a(
central(mass—a(more(precise(engagement(with(the(metaphor(provides(a(jumping(off(
point( for( a( different( interpretation( of( tonality( in( Schubert.( While( Cohn( sees( the(
jettisoning( of( the( ‘solar’( model( of( tonality( as( an( advantage( for( analytical(
understanding,(this(methodology(has(recently(been(criticized(by(J.(P.(E.(HarperDScott(














the( night( sky( with( globular( cluster( Messier( 13( highlighted:( it( appears( to( be( an(
exceptionally(large,(bright,(if(hazy(point(in(the(sky.(Only(upon(closer(examination(and(












tonality% in% general—is% not% monolithic% and% straightforward,% but% a% complex% and%
multifaceted%system.%Nevertheless,%it%tells%us%very%little%of%our%experience%of%tonality%to%









a% star% cluster% eventually,% and% Schubert% has% just% increased% the%magnification% for% us%
already.%As%such,%neither%accepting%tonal%constructs%at%face%value,%nor%pulling%them%































model% of%musical% composition.%Here,% ‘beginning’,% ‘middle’,% and% ‘end’% are% not% only%
geographic%markers,% but% carry% a% semantic% force:% a% normative% ending% is% not% simply%
when%the%composition%stops,%but%rather%when%the%process%initiated%at%the%beginning,%
and%developed% in% the%middle,% is% satisfactorily% concluded.%Although% this% conclusion%

















conception%of%musical% composition.%At% its%most% fundamental,% Schenkerian% analysis%
demonstrates%the%way%in%which%a%piece%of%music%can%be%considered%to%be%in%the%tonic.%
Of%course,%in%all%(normative)%Schenkerian%Ursätze%there%is%a%progression%from%instability%
to%stability,%as%the%Kopfton%descends%from%8, 5,%or 3 (that%is%to%say,%not%1,%a%position%of%
rest)% to% resolution% on% 1;% nevertheless,% since% the% Urlinie% is% just% a% special% linear%
progression—the%most%fundamental%linear%progression%in%a%musical%composition—it%




equivalent—or% more% accurately,% different% facets% of% the% same% thing—on% the%
fundamental%level;%nevertheless,%it%only%understands%it%in%this%way%on%the%basis%that%
the% entire% piece% works% its% way% towards% structural% closure.% The% Urlinie% is% only% a%
prolongation%of%the%tonic%insofar%as%it%is%already%geared%towards%ultimate%resolution,%
and%thus%sonorities%are%understood%only%within%a%tonic%key%if%it%is)always)already%closed,%
at% least% at% a% conceptual% level.% Once% again,% this% points% to% a% crucial% potential:% the%
expectation%of%closure%is%inextricable%within%this%framework,%and%for%this%very%reason%
it% does% not% need% to% be% fulfilled.% That% is% to% say,% tonal% closure% is% always% already%
understood%at%a%conceptual%level,%since%it%is%always%the%paradigm%against%which%tonal%
pieces%are%read.%Even%when%it%is%not%given,%then,%closure%is%present%in%its%absence.%
What% makes% Chopin’s% Préludes% exceptional% for% Agawu% is% that,% in% a% large%
number% of% cases,% they% undermine% expectations% of% closure:% in% their% eschewal% of%
traditional% strategies% of% closure,% they% partake% of% a% particular% nineteenthBcentury%
‘poetic’% impulse,% one% that% values% openness% and% incompleteness.42% I%will% argue% that%





dialectical% perspective% of% this% thesis,% however,% I% will% argue% that% rather% than% being%




Kramer’s% ‘perceptual% unity’—and% the% material% level% on% which% those% concepts% are%




The% most% striking% aspect% of% the% movement’s% opening% melody% is% its% sheer%
simplicity.%Based%around%two%notes—bare,%decorated,%or%inverted—the%entire%passage%
simply%spins%out%the%initial%descending%semitone,%supported%by%a%parallel%descent%in%
the% bass,% articulating% tonicBdominant% harmony% (Ex.% 3.1).% This% creates% a% tight% tonicB
dominant%nexus%that%has%the%potential% to%continue%indefinitely,% immediately%calling%




















% It% is%obvious%how%such%moves%unsettle% the%steady%rhythm%of% tonicBdominant%
rocking.%Yet,%from%a%strictly%analytical%perspective,%this%is%normative%behaviour:%as%the%

































































































































































































































































































































































neither% subordinated% to% F# minor% on% the% ‘musical% surface’,45% nor% is% it% subordinated%





















































the%other%hand,% these% same% features% lead% the%music% to% sound%constantly% in%motion,%
openBended,%and%given%to% indefinite%continuation.%While%a%propensity% towards%half%






bar%units% arranged% in%an%ABAC% format.% In%Schubert’s%Andantino,% the% conventional%


























































































































































































































































































































hand,% the% sum% of% these% several% irregularities% has% the% result% that% the% two% phrases%
together%amount%to%thirtyBtwo%bars:%the%length%that%would%have%occurred%with%strictly%
regular%periodic%phrasing.%The%idiosyncratic%shortening%of%the%second%phrase%balances%















































































































































































































































































































restless.% The% tonic—the% very% idea% of% F#% minor% tonality% and% all% the% relationships% it%
implies—has%been%set%in%motion:%stability,%and%dynamism.47%This%is%emphasized,%in%an%
almost% playful%way,% by% the% phrase% structure:% despite% the% simplicity% of% the%musical%
argument% (3–2–1% over% I–V–I),% the% reharmonizations,% omissions,% and% delayed% PACs%
serve% to% unsettle% the% entire% passage,% all% the% while% remaining% within% a% 32Bbar%
framework.%%
Given% that% the% tonicBdominant% rocking% takes%away%any%definitiveness% to%V–I%
movement,% creating% the% strong% impression% that% any% arrival% on% the% tonic% could%
immediately% give%way,% it% is% not% surprising% that% firm% cadential% resolution% relies% on%
another%harmony.%It%is%the%subdominant%chords%at%bars%13%and%27%that%alert%the%listener%
to%the%impending%closure—in%the%end,%of%course,%postponed—as%Ex.%3.4%shows.%Once%
again,% this% is% normative% practice:% Agawu% dedicates% an% entire% section% to% ‘the%
Subdominant% as% Signifer% of% Closure’,% again% implicitly% relying% on% the% conventional%






dominant% together,% taken%as%one%pole,%and% the% tonalities%and% tonal%procedures% that%











meanwhile,% has%written%of% Schubert’s% ‘unease%with% the%dominant’,% that% only% in% the%
home%key%was%he%‘at%ease%relating%dominant%and%tonic’.50%%
Both%of%these%writers%are%dealing%with%Schubert’s%first%movement%sonata%forms,%
and% on% a% different% scale% to% that% under% examination% here:% Fisk% is% writing% about%
Schubert’s% longBrange% tonal% practice,% while% Webster% is% concerned% with% Schubert’s%




identities%become% inextricably%aligned:% the%dominant% can%no% longer% function%as% the%
















































































































































































































































































































well.% It% requires%a%different%chord% to%break% this% reverie,%and%provide% the%significant%
‘Other’%that%propels%the%phrase%to%cadential%closure.%
% There%is%further%nuance%to%this:%since%technically%the%chord%does%not%function%as%
a% subdominant,% but% as% I!",% this% moment% is% simply% a% continuation% of% the% tonic%
elaboration,%albeit%at%the%highest%level%of%dissonance.%There%is%no%true%harmonic%motion,%




has% been% shifted% from% the% ‘ideal’% level% of% the% background% tonal% structure% to% the%
‘material’% concerns% of% the% musical% reality—the% fine% details% of% the% placement% of%
individual% notes% and% their% sounding.% While% from% a% Schenkerian% perspective% it% is%
normative%for%an%opening%section%to%compose%out%the%tonic%region%(indeed,%as%has%been%
stressed%already,%all%pieces%are%understood%as%composingsBout%of%the%tonic%at%the%most%










right% hand;% the% first% hint% of% its% future% significance% comes% at% bars% 27–32,%when% it% is%
thickened%to%two%parts,%enveloping%the%melodic%descent%4–3–2–1%(which%presumably%
still%ought%to%be%considered%the%principal%melody).%Indeed,%the%descant%F#’’%at%bar%27%





Not% only% is% the% movement% towards% melodic% closure% further% weakened% by%
obscuring%the%interrupted%descent,%but%the%melody’s%very%identity%is%put%in%jeopardy.%
This%launch%into%the%upper%register%is%compounded%after%bar%33,%as%the%entire%passage%
is% repeated% doubled% at% the% upper% octave;% the% right% hand% eventually% thickens%
significantly,% culminating% in% a% fourBpart% exploration% of% the% upper% reaches% of% the%
keyboard.%The%main%questions%posed%by% this%early% textural%development,% then,%are:%
what%is%the%significance%of%the%descant%that%threatens%to%overwhelm%the%melody?%And%
what% is% to%be%done%about% the% enormous% registral% arena%opened%up%by% the% constant%







































































































































































































































































































































































































































































































































































































































































































































































































causing% the% music% to% flow% with% a% greater% sense% of% forward% motion.% The% second%
contrapuntal%voice,%meanwhile,%which%only%crept%underneath%the%melody%in%the%sixth%
bar% of% the% original% presentation,% is% this% time% introduced% from% the%very% start:% it% is% a%





as% the% melody% rises% to% its% C#’’–D’’% peak% at% bar% 163–164,% the% descant% shifts% to%
accommodate%it,%maintaining%an%anchoring%pitch%around%a%fourth%above%the%principle%
melody.%However,% as% the%melody%descends% in% the% following% two% bars,% the% descant%
remains%in%place,%ultimately%coming%to%rest%on%G#’’,%a%whole%octave%above%the%melody%




















































































































































































































































































































































































bar%172.%At% this%point%a%significant%change%occurs:% the% (by%now%expected)% Imperfect%
Authentic%Cadence%at%bars%173–4%is%drawn%up%to%meet%the%descant,%finishing%an%octave%
too%high,%with%a%final%C#’’’%ringing%out%in%the%uppermost%voice,%as%if%to%highlight%the%
double% disappointment:% an% IAC% rather% than% a% PAC,% and% the% abandonment% of% the%
obligatory% register.% Although% the% twoBbar% tag% completes% the% Perfect% Authentic%
Cadence%an%octave%lower,%in%the%expected%register,%rather%than%bringing%comfort%this%
merely%compounds%the%tension:%it%serves%as%a%baldly%direct%presentation%of%the%massive%











uppermost%octave% left%hanging%at% the%end%of% the% first% section,%but%kept%alive%by% the%
incomplete%neighbour%motion%around%C#’’’%in%the%retransition%and%the%bellBlike%C#’’’%of%
bar%174.%The%cadence%that%follows%fills%part%of%that%gap%in%reverse,%rushing%down%from%
D’’’–F#’’% over% the% root% position%V–I%motion,% and% suggesting% the% possibility% of% final%
closure.!
! Nevertheless,% full% resolution% is%withheld,% since% the% cadence% is% limited% to% the%
upper% octave,% and% the% obligatory% register—the% register% of% the% beginning% of% the%








crucial% structural% marker% in% this% movement.% The% IAC% at% the% ‘wrong’% octave,%
immediately% ‘corrected’%by%a%PAC% in% the%obligatory% register,% occurs% at% the%halfway%














of% the%Andantino.%However,% it%also%forms%part%of% the%dialectic%of% tonality%advanced%
above.%I%find%it%significant%that%it%is%‘only’%surface%features,%such%as%register%and%phrase%
structure,%that%frustrate%normative%tonal%resolution.%This%can%be%easily%grasped%if%other%
candidates% for% the% structural% cadence—the% moment% of% final% resolution—are%

















entire%premise.%After% all,% the% cadence%at%bars% 187–8% is%only%arbitrarily% the% structural%
cadence:%the%final%section%is%only%as%closed%as%the%first%section%was,%insofar%as%they%both%
end%with%a%perfect%authentic%cadence%in%the%tonic.52%This%is%an%important%point:%it%has%
been% demonstrated% that% the% first% section% performs% no% tonal%work,% not% even% firmly%
confirming% the% tonic% via% some% dialectical% tonal% ‘Other’,% instead%merely% spooling% it%


















section,% which% must% be% endBweighted% by% definition:% it% ought% to% provide% the%
fundamental%descent%of% the%Urlinie,% to%bring% the%dynamized% tonic% (initially%3/i)% to%a%
position%of%rest%via%a%strong%structural%cadence%(2/V%to%1/i).%However,%Schubert’s%flatB
out%refusal%of%this%process%goes%beyond%a%mere%failure%to%fulfil%a%teleological%promise,%




% Instead,% in% its% refusal% of% teleology—or% endBweightedness—the% movement’s%








































































































it,% but%between% the%outer% sections% and% the%middle.%That% is% to% say,% there% is%no% tonal%
motion%in%the%outer%sections;%even%were%the%middle%passage%not%as%wildly%chromatic%as%
it%is,%any%tonal%contrast%whatsoever%would%overshadow%the%insistent%‘tonicism’%of%the%
outer% sections.% One% could% be% as% bold% as% to% suggest% the% divergent,% unconventional%
Schenkerian%graph%presented%in%Fig.%3.5%to%capture%the%tonal%drama%of%the%Andantino.%
Here,%the%structural%cadence%is%not%at%the%end%of%the%final%section,%but%at%the%beginning:%





On% the% other% hand,% as% Fig.% 3.5% shows,% the% rocking% 3–2–3% over% I–V–I% that%
constitutes%the%principal%thematic%content%of%the%outer%sections%is%merely%a%reflection%
of%the%fundamental%background%structure%of%the%whole%movement%(or%vice%versa).%So%
while% the% perfect% cadence% that% announces% the% start% of% the% reprise% is% a% moment% of%



































































































structural% cadence%might% suggest% itself,% in% other%words,% as% the% very% instant% that% F#%
minor% is% confirmed.% There% is,% of% course,% a% linear% tension% on% the% surface% of% the%









harmonies% and% unbalanced% phrasing% simultaneously% undermine% its% confirmation.%
And%it%is%further%dramatized%by%the%strategy%Schubert%employs%in%the%retransition%and%




primarily% geared% to% opening% rather% than% closing% of% tonal% possibilities,% the% entire%















all% along—it% is,% in% other%words,% notable% by% its%material% absence;% this%would%be% the%
conventional%reading,%of%a%kind%with%Agawu’s%interpretations%of%Chopin.%On%the%other%
hand,%one%could%claim%precisely%the%opposite:%that%despite%the%tonic%being%materially%
present%on% the% surface—in% literally%hundreds%of% tonic% chords,% as%well% as%dozens%of%






















the%material% and% ideal% levels% in% the% outer% sections% of% Schubert’s%Andantino:% it%was%
demonstrated%that%the%neatly%unified%ideal%level%of%the%piece—its%tonal%identity—was%
refracted% and% distorted% in% its% material% instantiation,% left% open% and% incomplete.%
Nevertheless—dialectically—this%material%disruption%proved%crucial%to%the%idea%of%its%
tonality% in% the% first% instance.% The% piece% escaped% the% confines% of% a% straightjacketed%
conception%of% tonality,% and% the% intimation%of% its% ideal% level,% as% a% result,%was%all% the%
richer.%%
One% way% of% thinking% about% the% ideal% level% is% that% level% on% which% music% is%













was% a% departure% from% the% normal% synchronic% tendencies% of% analysis,% towards% a%
diachronic%method%that%attempts%to%capture%music%as%it%is%experienced.%If%the%reading%
advanced%in%the%previous%section%is%to%hold,%then%simply%designating%the%central%section%
a% ‘contrasting% middle’—one% that% seems% to% perform% no% discernible% experiential%
(diachronic)%function%other%than%this%(synchronic%concept%of)%contrast—will%not%suffice.%
The%next%analysis%will% show%how%this%central% section%can%contribute% to%a%dialectical%
understanding%of%tonality,%one%rooted%in%the%material%performance%of%ideal%structuring%
concepts.%
There% is% a% second% philosophical% objection% to% entertaining% the% idea% that% the%
central%section%is%intractable%to%analysis,%despite%the%obvious%surface%semiotic%role%that%
contrast% plays.% It% would,% of% course,% be% ludicrous% to% attempt% to% explain% away% the%

























it% might% imply% that% the% central% section% is% essentially% exchangeable% with% any% other%
passage%of%music,%that%a%completely%different%contrasting%middle%could%be%interpolated%
in%its%place%without%losing%any%aesthetic%effect.%And%if%one%maintained%that%the%passage%
was% truly% ‘unanalysable’—that% the% individual% notes% had% no% structuring% principle%
behind% them—it% might% imply% that% those% individual% notes% are% themselves%
exchangeable,%even%random.%With%radical%consequences%for%any%notion%of%artistic%effort%
and%accomplishment%(Schubert’s,%or%indeed%any%composer’s),%it%would%suggest%that%the%






argument%here% is% that% the%music%has% totally% escaped% the% rationalized%bounds%of% the%
ideal,%where% in% the%outer%sections% it%had%been%eclipsed%by% it.%However,% if,%as% I%have%
claimed,% tonal% music% is% at% base% dialectical,% then% the% central% section% must% have% a%
relationship%with%the%ideal%level:%the%material%excess%must%be%equally%inflected%by%the%
ideal,%just%as%in%the%outer%sections%the%ideal%level%is%inflected%by%the%material%excess%of%












shifts% the% structural% weight% from% the% background/ideal% level% to% the%







% The% first% stage% of% this% undertaking% is% a% preliminary% analysis% of% the% central%




longerBrange% progression% from% the% F#% minor% of% the% opening% (reBtaken% at% bar% 103),%
towards%C#%minor,% the% ultimate% goal% of% the% section.%Nevertheless,% Fig.% 3.6% is% not% a%
standard% Schenkerian% voiceBleading% reduction,% since% the%movement% between% these%
areas% is%not%contrapuntal.%The%bass%and%treble% largely%move% in%unison,%occasionally%












































































































































































































































































lost:% by% contrast,% the% feeling%of% relief% as%we% land%a% few%bars% later%onto%C#%minor% in%
second% inversion% (bar% 107),% is% profound.% C#% minor% now% feels% like% the% tonic% key,%

























VoiceBLeading%efficiency% for%each% transformation,%as%well%as%naming% the% individual%




held% from% one% chord% to% the% next% by% means% of% open% heads% and% broken% ties;% it% is%





to% the% chords:% there% are% no% patterns% to% be% found% here,% either.% The% possibility% of%










Transformation:             L          N         RP           L           N          ? 
AVLE:             1            2           3           1         2          3 


































devised% his% hexatonic% theory,% the% harmonies% in% the% central% section% of% Schubert’s%
Andantino%do%not%move%around%a%single%hexatonic%cycle,%but%instead%shuttle%backBandB
forth%between%two.%The%numbers%above%Fig.%3.7%are%Direct%VoiceBLeading%Efficiency%
(DVLE)% and% Absolute% VoiceBLeading% Efficiency% (AVLE),% showing% the% number% of%
semitones% displaced—in% either% direction% in% the% case% of% AVLE,% and% the% ‘net’%
displacement,%calculated%by%subtracting%downward%motion%from%upward%motion%(e.g.%
24 RICHARD COHN 
intersecting ovals in which they are enclosed portray the four hexatonic 
collections of pitch-classes, labelled Ho(pc) to H3(pc), each of which includes 
two T4-cycles. The arrows from centre to periphery show the affiliations 
between hexatonic collections and hexatonic systems (cf. Table 2). 
Neighbouring hexatonic systems (those connected directly) share three pcs, 
while the pc content of opposite systems is complementary with respect to the 
twelve-pc aggregate.35 
Fig. 5 The hyper-hexatonic system C+ 
E- C- 
Ho 
(triad) E+ A6+ 
At,+ 
E?+ C + Ho (p c) G- EG F- C#- Et G, B C, E, Abl H3 H3 Hi oHi 
(triad) (pc) (pc) (triad) 
G+' B+ D3 F B CB, F, A F+ A+ H2 B- (pc) A- 
F#- D- H2 (triad) F#+ B6+ 
Bt 
C Blackwell Publishers Ltd. 1996 Music Analysis, 15/i (1996) 
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On% the% other% hand,% this% doesn’t% reveal% much% more% than% the% fact% that% the%














sense% of% the%harmonic% architecture% emerges.%After% the% opening% section% closes% in% F#%
minor,% the% music% shifts% not% only% up% a% semitone,% but% into% the% contrasting% hyperB
hexatonic%region%for%the%middle%section.%It%moves%back%by%an%analogous%semitone%shift,%
and%back%across%the%hyperBhexatonic%map%to%F#%minor,%whence%it%moves%conventionally%





rather% than%any%others,%were%written.% Is% it%necessary%to%conclude%that% this%section% is%
truly%unanalysable?%The%previous%techniques%have%attempted%to%uncover%a%synchronic%
function% for% the%harmonies%employed% in% the%central%section:%expressions%of%a%single%
hexacycle,%or%a%Weitzmann%region,%or%six%different%possible%harmonizations%of%a%single%
pitch.%While%it%now%seems%clear%that%they%do%not,% it% is%necessary%to%ask%whether%the%
passage% accomplishes% anything% diachronically:% does% the% succession% of% harmonies%
presented% in% the% central% section% change% anything% between% the% end% of% the% opening%










As% Rings% explains,% this%modification% sees% the% traditional%Tonnetz% rotated% 90%
degrees,%such%that% the% line%of% fifths%runs%vertically,%with%rising%fifths% (the%dominant%
direction)%going%upwards,%and%falling%fifths%(the%subdominant%direction)%downwards.%
Third% relationships% run% along% the% horizontal% axis,% flatwards% to% the% right,% and%
sharpwards% to% the% left.% Also% unlike% a% normal%Tonnetz,% the% nodes% represent% chords%
rather%than%pitches.%The%key%shows%the%transformations—L,%P,%or%R,%giving%the%map%its%
name—that%connect%the%key%nodes.%Where%arrows%do%not%move%directly%along%those%









3.7% as% RP:% ‘relative’% followed% by% ‘parallel’).% No% neoBRiemannian% transformation%
directly% connects% fifthBrelationships% (this% is,% after%all,% the% tonal%movement% that%neoB
Riemannian%theory%displaces);%however%in%this%analysis,%moving%directly%up%or%down%
the% LPR% map% can% be% understood% as% conventional% tonal% movement,% rather% than% a%
circuitous% series% of% transformations% which% would% be% required% to% replicate% it.% The%
concerns% over% the% harmonic% organization% of% this% section% immediately% begin% to% be%
alleviated:%there%is%no%need%for%harmonic%transformations%to%be%the%same,%nor%even%to%
be%direct,%nor%for%the%harmonic%zones%visited%to%belong%to%any%group%or%family.%Instead,%



























helical,% rather% than%toroidal%arrangement.%That% is,%while% I%continue% to%allow% joining%
between% nodes% at% the% bottom% and% the% top—which% are% truly% identical,% their%










when% chords% are% reBinterpreted% enharmonically% in% order% to%move% the%music% in% an%
otherwise%impossible%direction.%Take,%for%example,%step%3,%from%Db%minor%to%C#%minor:%
since%they%are%not%identical%harmonies%on%this%map,%this%forms%a%separate%move%in%itself,%
such% that% the% reappearance% of% harmonic% motion% in% the% northBwest% constitutes% a%
significant% displacement.% This% move% occurs% between% bars% 91–92:% just% before% the%
c - 10 bk0--- C# 8 a6 
S --- 6 14 e. 
E 11 - D 9 a.. - C 
G G 2 d - F 0 c. 
C7 
- 
5 ---4 E 
10 
e6 I 8 
R--- P L .......... 
)ZJo 
Figure 7. Chicken-wire Torus 
R (Relativ ) transformation and connect triads that are P0,1-related. The 
cycles of alternating dotted and solid edges are hexatonic cycles (the com- 
ponents of HexaCycles), and since the dotted and solid edges represent 
the L and P transformations, respectively, these are the cycles induced by 
the binary-generated chain of transformations <PL>. The dashed edges 
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that% Douthett% and% Steinbach’s% toroidal% construction% of% the% LPR% map% should% be%
replaced% in% this% instance% with% my% helical% version:% in% this% tonal% context,% it% more%
accurately%represents%the%aural%effects%of%moving%across%its%surface.%
It%is%now%possible,%therefore,%to%begin%to%make%sense%of%this%movement.%First,%the%
diachronicity%of% the%LPR%map%gives% a% sense%of% structure% to% the% central%passage:% no%
longer% seeming% quite% as% random,% a% certain% level% of% internal% coherence% (or% at% least%




the% central% passage.% It% is% precisely% such% an% interpretation% that%will% enable% the% final%
chromatic%move%of%the%section,%from%F%minor%to%Fs%minor%(and%thence%to%Cs%minor)—
so% far% unexplained—to% be% understood.% Before% this% is% accomplished,% however,% it% is%
necessary% to% think% more% critically% about% the% methodology% employed% above.% The%














the%musical%material% of% the% piece,% in% other%words—might% be% problematic.% In% other%
words,%it%would%seem%that%in%this%context%the%pseudoBSchoenbergian%critique%stands:%
where%are%all%the%missing%notes?%
% It% will% now% be% argued% that% the% strength% of% the% modified% neoBRiemannian%
approach%outlined%above%lies%in%the%fact%that%it%can%be%extended%to%that%level%of%detail,%
offering% a% conceptual% model% for% understanding% the% presence% of% the% very% smallest%
details,%while%nevertheless%maintaining%a%relationship%with%largeBscale%structure%and%




the% central% section% of% the% ‘Andantino’% are) influenced) and) inflected) by) the) physical)
disposition)of) the)keyboard.%Therefore% the%relationship% to%be%examined% is%between% the%
ideal% phenomenon% of% (tonal)% theory,% and% the% material% existence% of% its% sounding%
instrument,% the% piano:% in% other%words,%music% here% is% to% be% analyzed% in% terms% of% a%
materialist%dialectics.%I%will%argue,%at%the%end%of%this%chapter%and%the%next,%that%such%a%
materialist%dialectics%is%essential%for%the%nonBcontradictory%construction%of%subjectivity,%







The% analysis% advanced% here% relies% on% an% initial% distinction% between% ‘material’% and%
‘ideal’%components.%This%is%of%course%a%false%distinction:%the%very%point%of%the%dialectical%
approach% is% to% undermine% easy% binaries,% demonstrating% their%mutual% reliance% and%






notes% are% closer% to% certain% others,% and%movement% between% certain% chords% involves%






only% take% into% account% the% materiality% of% the% keyboard),% it% would% mean% that% any%
evidence% to% the% contrary—for% example,% that% he% composed% at% his% desk,% or% that% the%

















the%Western% tradition%of%music% (indeed,% any% tradition%of%music)% is% a%perpetual% and%
perpetually% undecidable% negotiation% between% ideal% and%material% elements.% It% is,% of%
course,%the%purpose%of%this%chapter%to%prove%that%very%point,%and%cast%it%as%a%dialectic,%
in%order%to%open%it%up%to%clearer%and%more%critical%thought.%This%chapter,%then,%begins%
at% the%very% limits%of% the%material% in%music,%only%to%demonstrate% that% it%nevertheless%
maintains%an%important%relationship%to%the%ideal%level%of%tonal%functioning.%%
! It% is% the% relative% proximity% in% pitch% space% between% notes% adjacent% in% the%
chromatic% scale% that% gives% rise% to% the% two% key%material% contexts% considered% in% this%
chapter:% their% placement% on% keyboards% (and% other% musical% instruments),% and% the%
























keyboard% affects% (not% affected,% in% a% historical% sense)% the% formation% of% that% notional%
musical%object% in%the%first% instance;%that%is%to%say,% it%did%not%merely%alter%the%way%in%
which% it%might% be% brought% into% the%world.%Materiality% here% intrudes% noticeably% on%
those% realms% from% which% it% is% normally% excluded—particularly% structure% and%
harmony—rather%than%remaining%merely%a%concern%for%soBcalled%‘secondary’%features,%
such%as%texture%and%timbre;%in%this%way,%it%interacts%dialectically%with%the%ideal%elements%






















the% importance% of% improvisation% in% Chopin’s% compositional% practice:%
‘[improvisation’s]%role%in%defining%Chopin’s%style%should%not%be%underestimated:%not%
only% did% he% compose% at% the% piano,% carefully% crafting% individual% passages% before%
committing% them% to%paper,% but% he%was% expert% at% improvising% in%public% concerts’.69%
While% in%his% early%works,% this% led% to% a% ‘seemingly% endless% succession%of% sequential%
patterns% clothed% in% all% manner% of% virtuoso% finery’,% by% Chopin’s% maturity,% he% had%
developed%‘a%more%profound%synthesis%of%detail%and%whole’.70%Indeed,%there%are%several%
examples% where,% like% in% Schubert’s% Andantino,% material% decoration% provides% the%
foundation%of%the%music.%Rink%gives%the%example%of%the%Nocturne%in%E%minor%Op.%72%

















71% Ibid.,%10;% JeanBJacques%Eigeldinger,% ‘Placing%Chopin:%Reflections%on%a%Compositional%Aesthetic’,% in%
Chopin)Studies)2,%ed.%John%Rink%and%Jim%Samson%(Cambridge:%Cambridge%University%Press,%1994),%114–
8.%




compositional% process% that% the% Berceuse% can% be% seen% as% an% early% embodiment% of%
Debussy’s%aesthetic’.74%Moreover,%of%the%Berceuse%Op.%57,%Barcarolle%Op.%60,%and%the%
Nocturne% Op.% 62% No.% 1% he% says% ‘Chopin’s% style% approaches% that% of% musical%
symbolism/impressionism’,%noting%the%elements%of%‘purely%pianistic%writing’.75%In%these%
































however,% to% an% extended% consideration% of% the% importance% of% Bach% in% Chopin’s%
compositional% style.% Thus,% while% he% is% happy% to% provisionally% accept% a%materialist%








in% particular% Debussy’s% admiration% for% Bach’s% ‘mastery% of% melodic% contour% and%
shape’.77%Granted,% on% the% one% hand,% this% is% a%more% sensuous% Bach% than% perhaps% is%




Either%way,%he% is%at%pains% to%point%out% that,%unlike%Debussy,%Chopin%was%critical%of%
compositions% that% only%made% play%with% pure% sonorities,% at% the% expense% of%musical%
logic.78% Thus,% rather% than% the% sonic% decadence% of% Debussy’s% Bachian% heritage,%
Eigeldinger% stresses% that% Chopin’s% compositions% are% always% governed% by% the%
‘fundamentals%of%musical% logic’,% and%most% importantly%guided%by% ‘his%belief% in% the%
supremacy% of% linear% counterpoint’,% inherited% from% his% study% of% the% Old% Masters%
(especially,%of%course,%Bach%himself).79%Chopin’s%Bach%is%being%used%to%two%ends:%as%the%
fons) et) origo% of% the% arabesque’s% sensuous%materiality,% and% as% the% supreme% vicar% of%






















is% easy% to% appreciate% the% physicality% of% the% moves% from% one% chord% to% the% next.%





back% onto% F# minor.% Those% harmonic% movements% that% were% heard% as% particularly%
distant,% in%other%words,%are%enacted%through%movement%between%physically%distant%
places,% further% solidifying% the% link% between% the% concept% of% voiceBleading% and%
materiality.% This% is% not% always% the% case:% it% is% notable% that% the% voiceBleading% in% this%
movement% has% such% a% straightforward% relationship% with% the% physical% movements%
needed%to%perform%it.%%
Naturally,%the%progressions%shown%above%are%not%present%on%the%musical%surface%
in% the% way% depicted% by% the% graph,% and% so% the% physical% displacement% of% the% hand%
described% here% does% not% take% place% in% the% same%way% during% a% performance% of% the%
&
Transformation:             L          N         RP           L           N          ? 
AVLE:             1            2           3           1         2          3 




































two% largest% harmonic% leaps% in% the% section—between% C#% minor% and% E% minor,% and%
between%F%minor%and%F#%minor,%each%with%a%VLE%of%three—are%matched%on%the%musical%
surface%through%enormous%registral%shifts,%at%bar%94%in%both%hands%and%in%bar%103%in%the%
left% hand.% In% other% words,% the% notional% material% displacements% that% occur% at% the%













section% as% shown% in% the% neoBRiemannian% reduction,% then,% is% really% played% out%
physically%on%the%surface%of%the%movement,%albeit%stretched%in%both%time%and%register.%
% The% final% transition,%between%F%minor%and%F# minor% (itself%giving%way% to%C#%
minor,%the%modal%dominant%of%the%whole%movement)%is%a%focal%point%for%examining%



























abandoned%at%bar%85,% there% is%no%sense%of% tonic%arrival,%no%sense%that%the%music%has%
arrived%‘home’.%The%clear%analytical%explanation%is%that%Fs%minor%feels%remote%because%
of%the%manner%of%its%introduction—the%bald%parallel%motion%in%semitones%between%F%
minor%and%F# minor% is% inevitably% felt% as%a% lurch.%Moreover,% after% such%a%prolonged%
exploration%of%the%flat/subdominant%region,%it%is%much%more%easily%heard%as%Gb%minor%
instead—that%is,%in%the%form%of%neoBRiemannian%theory%used%here,%one%that%respects%










presence:% the%music% really%has%shifted%sharpwards.%Hence% the%extremely%prolonged%

















and% the% opening% theme.% The%new%key,% after% so%much% effort,% only% served% as% a% brief%







some%historical% context:% given%what%Webster% has% called% Schubert’s% ‘aversion% to% the%











to% the% tonic.% It%was% noted% that% the% central% section% did% not% respond% to% Schenkerian%
techniques% since% it% was% not% contrapuntally% constructed,% instead% being% at% bottom% a%




monophonic% line% spinning%off% into% subdominant% space,% once% again% to% reinforce% the%
tonic.%
These%parallels% amount% to%more% than% just% a%pleasing% symmetry%between% the%
small% and% large% scales% (although% it% does% offer% a% different% perspective% on% the%
relationship% between% the% sections% than% previous% criticism% has% offered,% one% that%






realization% of% that% background.% In% the% outer% sections,% Schubert% rebelled% against% a%
Beethovenian%harmonic%teleology%by%etiolating%the%tonicBdominant%relationship;%it%was%
left%to%a%collection%of%nuanced%contrapuntal,%registral,%and%metric%devices%to%illustrate%
a% convincing% tonal%narrative.%Here,% the% rebellion% is%more%profound:%by%abandoning%
fifthBrelationships%altogether,%and%instead%constructing%a%musical%argument%based%on%
voiceBleading% alone,% Schubert% rejects% the% usual%means% of% articulating% a% conceptual%
framework% for% the% section% (and,% by% extension,% the% whole% movement),% something%







Thus,% to% return% to% the% possible% criticisms% invited% by% the% abstraction% of% any%





since% far% from% being% oppositional,% here% ideal% and% material,% background% and%
foreground,% construct% and% mutually% reinforce% one% another.% Despite% the% critical%
consensus% previously% reached% on% this% movement% (and% on% Schubertian% tonality%
generally),% the% Andantino% can% be% understood% at% every% level% as% the% continuous%
workingBout%of%tonicBness;%far%from%being%totally%divorced%from%the%ideal%level%of%tonal%
practice,%it%is%a%piece%that%is%continuously%conversant%with%tonal%norms,%albeit%in%such%
radical% fashion% as% to% call% into% question% the% status% of% those% norms.% The% productive%
interaction%of%ideal%and%material%in%the%Andantino%constructs%the%piece%as%something%
that% is% clearly% legible% within% the% discourse% in% which% it% is% situated,% and% yet% it%
! 177!
fundamentally% alters% not% only% the% power% structure% of% discourse% over% discursive%
subject,%but%goes%some%way%to%unsettling,%even%changing,%the%meaning%of%that%discourse%
itself.%As%the%conclusion%and%the%following%chapter%will%show,%this%is%a%model%for%the%







of% legibility,% of% interaction% with% surrounding% culture% and% society.% The% foregoing%
analyses%have%shown%that%Schubert%works%freely%within%the%Beethovenian%tradition:%
always%slightly%askance,%not%only%toying%with,%but%subverting,%the%discursive%norms%in%
which% he% is% situated.% This% attitude,% and% especially% his% avoidance% of% goalBdirected%
motion%with%its%everBpresent%risk%(especially%in%the%central%section)%of%descending%into%




Time%and%again%I,% too,%have%felt%so% full%of% luminous% torrents% that% I%could%burst—burst%
with%forms%much%more%beautiful%than%those%which%are%put%up%in%frames%and%sold%for%a%
stinking%fortune.%[…]%Who,%surprised%and%horrified%by%the%fantastic%tumult%of%her%drives%
(for% she% was% made% to% believe% that% a% wellBadjusted% normal% woman% has% a…% divine%









down% to% the% choice%of% imagery—to% the% cosmological%allusions%of%Tovey%and%Cohn,%
taken%up%in%the%first%dialectic%of%this%chapter:%
%
If% there% is% a% ‘propriety% of% woman’,% it% is% paradoxically% her% capacity% to% depropriate%
unselfishly:%body%without%end,%without%appendage,%without%principal%‘parts’.%If%she%is%a%
whole,%it’s%a%whole%composed%of%parts%that%are%wholes,%not%simple%partial%objects%but%a%





































define% identity% through% the% consolidation% of% ego% boundaries.% Instead,% each% of% several%













dialectical% exchange% that% alters% both% discourse% and% subject.% As% a% result,% I% am% less%
interested%in%what%Schubert’s%music%says%about%his%gender%or%sexuality%as%identities,%or%
even% his% relationship%with% gender% and% sex% as% processes% of% selfBcreation,% and%more%
interested% in% his% music% as% a% locus% of% interacting% with% culture% and% history% in% their%






postmodern% fantasy% of% an% ungendered,% unsexualized% being% free% from% all% political%
constraint,%but%rather%the%very%process%of%the%construction%of%subjectivity%itself.%
% Therefore,%by%invoking%Cixous%and%écriture)féminine,%I%am%not%claiming%that%early%













also% the% framework% in%which%Cixous’s% theories%were% conceived),% ‘Othered’%writing%
intimates% the% existence% of% the% Real% by% escaping% the% Symbolic.% In% this% way,% the%
discursive% limitations—gendered% or% otherwise—in% which% subjects% are% constituted%
begin%to%efface%themselves:%although%on%the%material%level%it%is%a%particular%situation%of%









to% contain% meaning,% and% everything% is% revealed% as% a% constant% communicative%
negotiation.%%
This%is,%of%course,%another%materialist%dialectics,%and%when%cast%in%these%terms%it%
demonstrates% an% affinity%with% the%Adornian% and%Heideggerian% quality% of% negation%
explored%in%Part%I.%Emancipatory%writing%is%Othered%not%only%because%it%emerges%from%
a% position% of% disempowerment% (which% would% be% to% remain% at% the% level% McClary%
conceives%of%Schubert’s%writing),%but%also%because%it%inhabits%an%‘impossible’%position%




will% remain,% for% this%practice%can%never%be% theorized,%enclosed,%coded—which%doesn’t%









% To% ground% this% in% musicological% terms,% I% conclude% by% outlining% what% the%
foregoing% analyses% imply% for% the% historical% and% analytical% reception% of% Schubert’s%
music.%All%the%Schubert%scholarship%outlined%at%the%start%of%this%chapter%has%in%common%
a%broadly%oppositional%view%of%Schubert’s%relations%to%(Beethovenian)%tonal%practice.%






terms’—such% as% early% instances% of% Richard% Cohn’s% hexatonic% and% neoBRiemannian%
theories—were%designed%specifically%to%dispense%with%traditional%tonal%theory.%%
% In% contrast,% the% dialectical% understanding% advanced% here% corrects% this%
impression% in% two% ways.% First,% it% goes% some% way% to% showing% how% Schubert’s%





the% tonal% age,% and% left% ringing% in% the% ears% of% people% that% heard% tonally,% it%must% be%
understood%against%that%backdrop;%to%put%it%another%way,%the%‘tonal%system’%mobilized%
here% is%no% longer%merely% a%musicBtheoretical% one,% but% a%humanistBhistorical% one—a%
testament%to,%and%a%way%of%understanding,%real%humans%and%the%cultural%relics%they%left%
behind.% The% approach% to% musical% artefacts% taken% here,% then,% is% a% characteristically%





















its% extension% of% the% concept% of% tonality% beyond% the% reach% of% Beethovenian%
tonic/dominant%polarity.%
Finally,% the% way% all% of% this% is% achieved% in% this% movement% specifically% is%
significant.% In% highlighting% the% relationship% between% the% ideal% and% the%material% by%
shifting%greater%and%greater%weight%onto%voiceBleading,%phrase% structure,% and%other%
foreground%concerns,%this%movement%draws%attention%to%the%fact%that%music%in)general%
is% a% materialist% dialectic:% an% ongoing% negotiation% between% the% conceptual% and% the%
performative.%This%will%be%the%focus%of%Part%III.%It%will%have%been%noted%that%the%musical%
materialism%investigated%in%this%chapter%does%not%take%the%term%to%its%possible%limits:%
although% the% concept% of% music% as% a% performative% act% has% been% invoked% in% the%
consideration%of%the%physical%aspects%of%composition%for%the%piano,%the%rich%literature%
on%an%entirely%performative%ontology%of%music%has%not%been%given%full%play.%Part%III%
will% continue% to% pursue% a% dialectical% materialist% understanding% of% art% music% into%
considerations% of% music% being% brought% into% the% material% world—that% is,% being%
performed.%As%bridge%to% that%undertaking,%however,% the%political%ramifications%of%a%










tropes( of( Beethovenian(musical( norms,( and( essentialist( stereotypes( of( New(
Musicological(politicking.(Nevertheless,(the(results(are(decidedly(limited:(this(
chapter( will( expand( upon( the( political( undercurrent( of( Chapter( Three( by(
exploring(the(ways(in(which(a(dialectical(materialist(approach(to(music(theory(
interacts(with(larger(questions(of(subjectivity(and(freedom(in(philosophy,(and(
especially( gender( politics.( In( so( doing,( the( discussion( will( move( beyond( a(
narrow( focus( on( tonality,( and( onto( broader( disciplinary( questions.( As( a(
consequence,(however,(a(limit(will(be(reached(in(terms(of(what(musicology(can(
usefully(achieve(in(the(world(of(‘politics’;(out(of(this,(nevertheless,(will(emerge(







of( twentiethOcentury( tonality( should( not( simply( seek( to( reduce( individual(
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!




musical( processes( to( an( orthodox( Schenkerian( background,( it( would( be(
equally—or( actually( more—false( to( proclaim( too( quickly( the( success( of(
strategies(of(resistance(to(tonality’.2(He(argues(that(while(chromatic(features,(
such( as( hexatonic( organization,( undeniably( came( to( prominence( in( the(
twentieth( century,( they(must( nevertheless( be( read( against( the( backdrop( of(
orthodox( tonality,( not( least( because( twentiethOcentury( listeners( (and,(
presumably,(composers(of(quasiOtonal(music)(continued(to(be(enculturated(into(
hearing( tonally.( HarperOScott( states:( ‘hexatonic( analysis,( like( pitchOclass( set(
analysis,(does(an(excellent(job(of(explaining(how(the(music(comes(to(have(the(
pitches(it(does(in(a(technical(sense,(but(understanding(requires(further(steps’.3(
In( HarperOScott’s( view,( tonality( cannot( simply( be( overcome( in( the( early(
twentieth(century—at(least(not(conceptually.(Tonality,(and(by(extension(tonal(
music(theory(and(analytical(techniques,(represents(the(historical(baggage(that(
any( piece( in( dialogue,( however( distant,( with( tonality( carries( with( it.( Thus,(
performing(a(Schenkerian(analysis(on(a(piece(of(Prokofiev((as(he(does)(does(not(
seek(to(neutralize(the(paraOtonal(aspects(of(the(work;(it(rather(demonstrates(that(
those( aspects( are( effective,( at( least( in( part,( due( to( their( relationship( with(
tonality,( and( the( distance( they( have( travelled( from( its( centre.( This( way( of(
thinking(can(be(easily(recast(in(the(terms(of(the(preceding(chapter.(Hexatonic(
theory( can( explain( (as( it( did( in( the( analysis( of( the( second( movement( of(
Schubert’s( Piano( Sonata( in( D.( 959)( the( material( elements( of( a( musical(
composition:(why(certain(notes(are(there(rather(than(others.(To(understand(the(
meaning(of( those(notes( over( a( longer( range( is( a( question( of( the( ideal( level,(





broader( narratives( that( give( musical( events( meaning—dissonance,( tension,(
resolution,(teleology(in(general—are(found.4!!
! HarperOScott( offers( a( Marxist( reading,( comparing( the( long( reach( of(
tonality(first(to(that(of(capitalism,(and(then(to(imperialism((which(are(of(course(





Substitute( ‘crises’( for( ‘vagrant( chords’( and( ‘ideology’( for( ‘inbreeding’( in( this(
paragraph,( and( this( might( be( Marx( arguing( for( the( inevitable( collapse( of(

















































move( perpetually( between( the( poles( of( integration( and( disintegration( and( to(
settle( in( each( case( on( an( individual( accommodation( which( is( more( or( less(
‘conservative’(or(‘radical’.9((
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Scott( interrogates( the( compositional( choices( of( twentiethOcentury( composers(
against( the( backdrop( of( ideology,( in( such( a( way( as( to( align( musical(
conservativism,(i.e.(the(rejection(of(the(‘freedoms’(allowed(by(atonality,(with(
parallel( rejections( of( the( freedoms( offered( by( political( movements( such( as(
communism—political( movements( advocated( by( HarperOScott( himself.11(
However,(the(nature(of(this(parallel,(between(the(analysis(of(tonal(music(and(
the(workings(of(capitalism,(is(not(straightforward.(If(the(vital(core(of(HarperO

























tension(outlined( in( the(previous( chapter:( that( between( the(material( and( the(
ideal(levels(of(music,(the(operative(dialectic(of(art(music(itself.(In(this(way,(the(
debate( will( be( shifted( away( from( analysis( and( history,( and( back( towards(
music’s( ontology.( It( is( my( contention( that( the( parallel( HarperOScott( draws(
between( the( functioning( of( tonality( and( the( functioning( of( twentieth( and(
twentyOfirst(century(capitalism(is(significant(because(it(points(to(their(common(
ancestor:(the(dialectical(interaction(of(materiality(and(idealism.((
HarperOScott( is( not( unaware( of( this( necessary( philosophical(
underpinning,( and( references( to( the( ontology( of( art(music( run( like( threads(
throughout(his(work.(Nevertheless,(as(yet(no(attempt(has(been(made(to(render(


















findings( without( reservation( and( hence( dismiss( all( of( Marx’s( thesis( in- toto—
without( having( to( renounce( his( orthodoxy( for( a( single( moment.( Orthodox(
Marxism,( therefore,( does( not( imply( the( uncritical( acceptance( of( the( results( of(





From( a( Marxist( perspective,( all( of( HarperOScott’s( assertions—and( similar(
assertions( made( in( this( thesis—on( the( culture( industry,( simplicity,(
hexatonicism,( and( so( on,( could( be( overturned,( and( yet( a( possible( site( of(
resistance( would( remain( insofar( as( it( crystallized( a( particular( method( for(
thinking(about(music((and(the(world(in(general):(dialectical(materialism.(That(
is( to( say,( the( political( and( ethical( core( of( this( thesis( is( not( contained( in( its(
attitude(to(various(social(topics—gender,(sexuality,(class((although(of(course(it(








At( root,( dialectical(materialism( is( the( theoretical( development( of( the(
Marxian( ideal(of(unity(of( theory(and(practice,( and( thus( it( is( the(opposite(of(
political( dogmatism.( As( stated( in( the( Introduction,( concerns( are( routinely(
voiced( that( any( research( into( the( ethics( of( musicology( might( lapse( into(
dogmatic( moralizing,( a( set( of( demands( as( to( how( musicology( should( be(
practised.( This( chapter’s( explanation( of( the( methodology( I( propose( is( an(
attempt(to(allay(those(fears.(If(dogmatism(obtains(when(‘what(is(to(be(done’(is(
determined(in(the(abstract,(as(a(theoretical(ideal(which(must(be(put(into(practice(
by( others( ‘on( the( ground’,( then( the( materialist( dialectic( takes( the( opposite(
approach.(Marxian(dialectical(materialism(rejects(the(separation(of(theory(and(
practice,(instead(affirming(their(inextricability:(social(change(must(begin(from,(
and( use( the(materials( of,( the( current( social( situation.( This(way( of( thinking,(
however,(extends(far(beyond(the(realm(of(social(justice(and(politics;(indeed,(its(
application( to( political( and( economic( theory( only( springs( from( its( richer(
heritage(in(Marx’s(rejection(of(the(German(Idealist(system,(a(system(premised(




Under( Marx’s( system,( Hegelianism,( Platonism( and( Christianity( are(
rejected,( since( they( all—to( differing( degrees( and( in( different(ways—see( the(









men( say,( imagine,( conceive,( nor( from(men(as(narrated,( thought( of,( imagined,(
conceived,(in(order(to(arrive(at(men(in(the(flesh.(We(set(out(from(real,(active(men,(
and(on(the(basis(of(their(real(lifeOprocess(we(demonstrate(the(development(of(the(
ideological( reflexes( and( echoes( of( this( lifeOprocess.( […]( Morality,( religion,(














mental( production( as( expressed( in( the( language( of( politics,( laws,( morality,(














be( argued( that( the( antiOanalytical( edge( of(New(Musicology(was(Marxist( in(
spirit,(since(it(took(as(its(primary(concern(the(embeddedness(of(music(in(human(
culture;( as( a( result,( it( shifted( the(disciplinary( focus( from(an(unrealized( and(
unrealizable( background,( to( the( ‘really( occurring(music’.(What( is(more,( the(
formalist(musicology(that(it(reacted(against(owed(a(great(deal(of(its(conceptual(
underpinning( to( German( Idealism( rejected( by( Marx( himself.( From( the(
sacralisation( of( the( transcendent( and( ultimately( inarticulate( musical( ‘work’(
(and,( as( a( consequence,( the( depreciation( of(music’s( performed( existence( in(
favour( of( its( conceptual( ‘essence’),( to( the( historical( idealist( belief( that( the(
AustroOGerman( tonal( canon( of( ‘Absolute’( music( would( gradually( progress(
towards(something(worthy(of(the(name((in(the(Hegelian(understanding(of(the(
term),(‘Old’(Musicology(was(a(truly(nineteenthOcentury(discipline—even(into(
the( late( twentieth( century.( New( Musicology,( by( reOinjecting( the( material(
concerns(of(the(real(humans(caught(up(in(the(act(of(‘musicking’,(as(Christopher(
Small(called(it,(performed(a(necessary(and(longOoverdue(service.16(
I(contend,(however,( that( this(broadly(antiOanalytical(stance( is(at(some(
remove( from(Marxian( ideals,( since( its(proud(expulsion(of( any( ideal( content(
goes( against( the( grain( of( Marxist( philosophy,( which( is( grounded( not( in( a(
rejection(of(idealism,(but(rather(its(dialectical(mediation(with(the(material.(While(
a(dialectical(approach(is(not(a(disparagement(of(those(materialist(approaches(
either,( there( are( nevertheless( pragmatic( or( realpolitikal( reasons( why(
advocating(for(it(must(take(the(form(of(a(‘defence(of(idealism’(at(the(present(







outlined( in( Part( I,( instituting( a( dialectical( approach( to( the( study( of( music(











Karl( Korsch( and( Georg( Lukács( give( persuasive( reasons( for( the(
importance(of( the( ideal( realm—that( is( to( say,(of( theoretical( systems.(Korsch(
notes( that( a( full( understanding( of( culture( recognises( the(way( ideology( has(
repercussions( on( the( material( world:( ‘it( is( essential( for( modern( dialectical(
materialism(to(grasp(philosophies(and(other(ideological(systems(in(theory(as(
realities,(and(to(treat(them(in(practice(as(such’.17(In(other(words,(material(events(





ideal(context:( ‘facts’(are(contingent.(As(he(puts( it,( ‘in(order(to(progress(from(
these(“facts”(to(facts(in(the(true(meaning(of(the(word(it(is(necessary(to(perceive(













an( elusive(passage,( but( substituting( ‘facts’( for( ‘notes’( is( a( useful( exercise.( It(
gives(an(understanding(of(music( that(parallels(Dilthey’s(distinction(between(









Thus,( one( can( know( what( something( is( in( purely( material( terms,( but( to(
understand( what( it(means( necessitates( recourse( to( a( broader( philosophical(
frame( of( reference,( one( that( exceeds( the( selfOcontained( materiality( of( the(
situation(at(hand.(Notes((or(‘facts’)(have(a(history,(one(that(is(not(necessarily(



















that( material( culture—and( the( consequent( undecideability( of( what( that(
meaning(might( be.( Is( the(material( culture( of( Schubert’s(Andantino(his( own(




‘we’,(as( interpreters,(are)—that( is,(any(possible(musical(culture( in(which(his(
work(can(be(recuperated?(Depending(on(one’s(perspective,(any(of(those(things(
could(be(a(limiting(material(factor,(determining(the(way(in(which(the(piece(can(
be( comprehended,( or( a( framework( for( ideal( understanding,( bringing(
previously( illegible( elements( into( legibility.( One( of( music’s( muchOvaunted(
characteristics( is( its( ability( to( pass( through( each( of( these( different( contexts:(
indeed,( the( ambiguity( surrounding(what( constitutes( a(musical( work( (to( be(
examined( closely( in( Chapter( Five),( the( ability( of( pieces( of( music( to( be(




quality( that(makes( it(musical:( able( to(be( carried( from( the(historicalOmaterial(
realm(into(the(idealOmusical.21(





more( familiar( Hegelian( framework,( to( clarify( the( role( of( the( ideal( in( its(
structuring(of(the(material((and(viceOversa).(Understood(this(way,(normative(
(Beethovenian)( tonality( functions( as( the( ideal( system( in( which( Schubert’s(
subjective( materiality—including( the( particular( physicality( of( his(
chromaticism—exists,( the( one( dialectically( mediating( the( other.( As( this(
conceptual(understanding(of(Schubert’s(tonal(language(emerges,(it(is(sublated(
to(a(higher(dialectical(level,(functioning(as(an((ideal)(antithesis(to(the(putative(
thesis( of( the( (material)( status( quo,( however( it( might( be( worded:( ‘tonality(
functions(in(suchOandOsuch(a(way’(or/and(therefore(‘Schubert’s(music(doesn’t(





















as( an( (ideal)( antithesis( to( some( other( thesis,( for( example( a( hardOandOfast(
distinction( between( tonality( and( atonality.(As(HarperOScott( demonstrates,( a(
mediation(such(as(this(gives(rise(to(a(more(nuanced(understanding(of(the(way(
tonality( and( paraOtonality/atonality( interact( in( early( twentiethOcentury(
repertoire.(
While(this(separation(of(the(dialectical(processes(is(heuristically(useful,(
it( is( problematic( since( in( a( Hegelian( context( the( sequence( of( dialectical(
relationships(would(be(understood(as(a(historical(process:(Schubert’s(material(
intervention(would(be(taken(as(a(historical(event,(kickstarting(a(revolution(in(
tonality( (after(which( tonality(would( as- a- matter- of- fact( change( its(meaning),(
ultimately( ending( with( the( blurring( of( tonality( into( atonality( in( the( early(
twentieth( century.(This( rather(broad(history—in(which( tonality( is(gradually(









invoking,( for( example,( the( gradual( ‘emancipation( of( dissonance’,( or( the(
disintegration( of( longOrange( tonal( structures,( such( that( the( tension( was( no(
longer( audible—would( only( sap( the( piece( of( its( critical,( not( to(mention( its(




materialistic( understanding( of( music—one( that( cuts( itself( off( entirely( from(
music(theory—that(is(guilty(of(overemphasizing(music’s(autonomy.(Because(
music( theory( connects( individual(pieces( to(musical( and( cultural(history,( far(
from(pretending(to(autonomy,(it(forces(those(works(to(be(understood(against(
the( backdrop( of( an( enormous( context,( as(well( as( allowing( those( individual(
works,(in(dialectical(fashion,(to(contribute(to(and(alter(that(context(themselves.(
By(contrast,(to(focus(solely(on(the(material(relations(of(a(piece(of(music(is(to(
assume( that( all( the( information( needed( to( comprehend( a( musical( work( is(










he( believes,( Schenkerian( theory( captures( the( nuances( of( how( tonality(















ideal( is( nothing( but( the( material( world( reflected( in( the( mind( of( man,( and(
translated(into(forms(of(thought.23((
(
This( has( revolutionary( potential( because( ‘Marx( […]( dissolves( the( rigid,(
unhistorical,( natural( appearance( of( social( institutions;( [he]( reveals( their(
historical( origins( and( shows( therefore( that( they- are- subject- to- history- in- every-
respect-including-historical-decline’.24(Thus(while(tonal(theory(presents(the(form(























a( power( dynamic,( both( acting( as( a( gatekeeper( for(what( can( and( cannot( be(
legible,( and( determining( the(ways( in(which( that(music( it( allows( to( pass( is(
legible.(Both(of(these(facets(can(be(seen(in(the(Schubert(scholarship(examined(
in(the(previous(chapter:(music(that(does(not(live(up(to(the(Beethovenian(norms(
of( tonality( is( illegible,(classed(as(an(aesthetic(and(intellectual( failure.(And(in(
those(cases(in(which(Schubert’s(music(is( intelligible(against(those(norms,(his(
partial(deviance(from(them(marks(him(out(in(traditionally(gendered(ways:(it(is(
taken( as( evidence( of( an( inner( ‘femininity’,( or( as( clues( to( his( repressed(
homosexuality.((
( Thus(what(must(occur(is(the(overthrow(of(tonality.(Not,(however,(in(the(
sense( of( its( absolute( disavowal—refusing( to( countenance( it( as( a( useful(
theoretical( yardstick,( in( favour( of( a( supposedly( more( ‘democratic’(
hexatonicism,( or( indeed( by( refusing( to( theorize( at( all—but( rather( by(
demystifying(it.(This(profoundly(changes(the(ethical(work(to(be(undertaken.(
No( longer( is( it( a( question( of( illustrating( changing( valuations( of( Schubert’s(





boundaries.( In( this( process( of( dialectical( sublation,( the( conflict( between(
Beethovenian/Schubertian(harmony(is(shown(to(be(limiting,(and(a(higher(level(
in(which(the(two(can(be(comprehended(is(revealed.(((
( It( is( now( clear( that( this( analysis( transcends( those( limits( too.( The(
dialectical( understanding( is( not( restricted( to( Beethoven( and( Schubert,( nor(
indeed(only(to(harmony(and(totality.(Rather,(it(is(a(way(of(understanding(music(







fundamentally( unstructured( soup,( related( only( by( a( multifaceted( network(




into( being.( What( is( necessary( is( an( ideal( revolution,( handOinOhand( with( a(
political(one.(Indeed,(Karl(Korsch’s(point(in(Marxism-and-Philosophy(is(precisely(
that( any( attempted( material( revolution,( in( the( absence( of( a( workedOout(
revolution(in(thought,(is(doomed.(He(explains(that(a(total(reconceptualization(
of(the(world(was(seen(as(a(necessary(component(of(real(political(action(even(by(
Hegel( (with(whom(Marx( famously(disagreed( on( several( other( points):( ‘it( is(
quite(clear(that(he(was(not(talking(of([…](a(nice,(quiet(process(that(takes(place(
in( the( pure( realm( of( the( study( and( far( away( from( the( crude( realm( of( real(
struggles.( […(Hegel]( regarded( a( “revolution( in( the( form( of( thought”( as( an(
objective(component(of(the(total(social(process(of(a(real(revolution’.25(
While(Hegel’s( ‘revolution( in( the( form(of( thought’(might( still(bear( the(










is( not( its( zealous( indignation( at( individual( cases( of( subjective( oppression—
although( of( course( those( injustices( are( the( prompt( for( revolution—and( as( a(
consequence( it( does( not( imply( the( need( simply( to( agitate( against( those(




individual( cases.( The( Marxist( materialist( dialectic,( in( sum,( is( formally-
revolutionary.( It( contains( the( capacity( for( change( in( its( very( conceptual(
structure,( since( that( structure(understands( the(world( as( constant( interactive(
movement:( between( ideal( and( material,( thought( and( practice,( society( and(
individual,(language(and(word,(power(and(the(disempowered.(
This(in(turn(fundamentally(alters(the(nature(of(ethics;(indeed,(it(causes(
ethics( to(wither( away( completely.(Contemporary(musicology( is( caught( in( a(
situation( that( is(difficult( to( resolve:(however(correct(one(might(believe(New(
Musicologists( to(be(about( racism,(sexism,(and(homophobia( in(music(history(
and( music( historiography,( it( is( difficult( to( imagine( a( way( to( justify( these(
critiques(without(lapsing(into(moralizing.(It(is(likewise(difficult(to(imagine(a(
way(to(correct(these(faulty(practices(without(falling(into(coercion—that(is,(by(
forcing(people( to(practice(musicology( in( a( certain( ‘ethical’(way.(By( framing(
issues(of(social(justice(in(strictly(materialist(terms,(New(Musicology(operates(
solely(from(an(individualist(perspective—ultimately,(creating(an(irreconcilable(








It( is( crucial( to( recognize( that( this(quandary( is(not( separable( from( the(
situation(of(capitalist(oppression(New(Musicology(critiques,(but(rather(is(itself(
a(direct(result(of(it.(Lukács(points(out(how(capitalism(constitutes(the(individual(
in( precisely( this( selfOcontradictory( way:( ‘the( bourgeoisie( endowed( the(
individual(with(an(unprecedented(importance,(but(at(the(same(time(that(same(
individuality( was( annihilated( by( the( economic( conditions( to( which( it( was(
subjected,(by(the(reification(created(by(commodity(production’.27(That(is(to(say,(
the(division(of( labour(meant( that(humans(were(only(valued( insofar( as( they(
formed(part(of(a(larger(social(machine,(but(the(simultaneous(alienation(of(that(
labour(power(from(the(workers(meant(that(although(they(formed(part(of(that(
social(machine,( they(retained(no(control(over( it.(Despite( this,( the( ideological(
centre(of(gravity(under(a(liberalOcapitalist(philosophy(is(this(same(individual:(
‘bourgeois( thought( judges( social( phenomena( consciously( or( unconsciously,(
naïvely(or( subtly,( consistently( from( the( standpoint( of( the( individual’.28( This(
creates(a(problem(for(ethics,(since(one’s(relationship( to(society( is(abstracted:(
one(encounters(society(as(an(Other,(towards(which(one(has(a(relationship(of(
obligation,( but( no( opportunity( of( control.( Lukács( notes( that( ‘as( the( world(
becomes(mechanized( its( subjects,(man,(necessarily(becomes(mechanized( too(
and(so(this(ethics(likewise(remains(abstract.(Confronted(by(the(totality(of(man(
in(isolation(from(the(world(it(remains(merely(normative(and(fails(to(be(truly(
active( in( its( creation( of( objects.( It( is( only( prescriptive( and( imperative( in(
character’.29(That(is(to(say,(the(theological(character(of(moral(law(stems(from(
the( profound( disconnect—i.e.( the( undialectical( relationship—between( ideal(
structure( (‘society’)( and( material( living( (‘the( individual’):( morality( is(








( It( is( for( this( reason( that( Alain( Badiou( renounces( the( term( ‘ethics’;(
likewise,(Marx(famously(renounced(‘philosophy’(in(the(final(of(his(Theses(on(
Feuerbach.30( Instead,( rather( than( the(abstracted(and(authoritarian(models(of(
philosophy(and(ethics,(Marx(and(Badiou(prefer(to(think(in(terms(of(science—
not( advancing(moral( injunctions,( but( simply( attempting( to( understand( the(
































( All( of( this( is( to( say( that( complex( theoretical( investigation( and( social(
engagement( are( not( mutually( exclusive;( indeed( the( latter( is( not( possible(




formalist( raises( the( possibility( of( a(major( flaw( in( an( antiOanalytical( project:(
although(its(drive(to(understand(music(within(a(social(context(was(an(attempt(
to(move( away( from( one( type( of( formalism,( it( has( fallen( into( another( type.(
Precisely( by( enshrining( certain( socioOhistorical( institutions—performance(







social( configurations,( a( truly( Marxist( approach( sees( it( as( encoding( human(
relations(more(generally,(a(key(component(of(which(is(the(possibility(of(ideal(
revolution(as(outlined(above.(
In( sum,( I( argue( that(music( theory( has( been( unfairly( criticized( for( its(
‘dehumanizing’( tendencies.( In( this( radically( dialectical( view,( what( is( most(















There( is( a( growing( literature( that( reads( certain( musical( works( against( the(
material(situation(of(women(in(eighteenthO(and(nineteenthOcentury(Europe.(In(
common(with(a(broader(trend(to(recognize(music’s(embodied(and(embodying(





The(Female(Voice( in( Il-Ballo-della- Ingrate’.34(Both(of( these(articles(explore( the(
tension( between( the( oppression( of( women( in( their( societies,( and( the(




























period( ideas( of( female( sociability.( Musical( annuals( […]( were( obvious(
accessories(to(Juliavs(“girling”’.37(If(one(agrees(with(this(reading—and(Davies(
provides( ample( evidence( to( support( it—then( such( annuals( become( highly(
suspicious( objects,( and( deserve( to( be( resisted( along( with( the( patriarchal(
oppression(they(not(only(symbolize,(but(enact.(However,(this(is(not(an(attitude(
advocated,(nor(even(a(possibility(explored,(by(Davies.(
( Patriarchal( values(were( expressed( in( even(more( generalized(musical(
categories(during( the( eighteenth( and(nineteenth( centuries.( Suzanne(Aspden(
has(demonstrated(that(the(galant(style(was(received(as(feminine(in(Bach’s(time,(
not( least( because( of( its( easy,( pleasurable( simplicity,( in( contrast( to( the(







relevant( to( this( thesis( since(Aspden( explicitly( invokes( the( relative( cognitive(
effort(required(to(understand(both(styles(in(her(examination(of(their(gendering:(
she(quotes(J.(J.(Quantz,(‘another(firm(supporter(of(the(galant,([who](had(qualms(














Head( forcefully( rejects(what(might( seem( the( obvious( solution:( ignoring( the(
gendered( aspects( of( these( works( in( favour( of( more( ‘neutral’( analyses.( He(
notices(‘the(gap(separating(the(concern(of(eighteenthOcentury(theorists(for(both(
the( character( and( form(of( specific( types( of( piece,( and( the(modern( scholarly(











conspicuous( in( the( attempt( to( transcend( and( erase( the( issue( of( musical(
character(and(the(questions(of(gender(it(raises’,(since(‘we(are(invited(to(accept(
the( paradoxical( assertions( that( objectivity( is( intrinsically(masculine( and( yet(
transcends( the(worldly(discursive( framework(of(gender( through(which( it( is(
articulated( and( comes( into( being’.42( He( concludes( that( ‘this( claim( to(
transcendence( does( not( represent( a( genuine( attempt( to( erase( the(masculine(
origins( of( the( category( of( objectivity,( but,( on( the( contrary,( to( elevate( the(
category( of( the(masculine( to( the( realm(of( the( transcendent’.43( That( is,(Head(






rejecting( the( link( between( quantitative( vs( qualitative( criticism( (or( form( vs(
character)( and( the(masculine/feminine(binary,( rather( than(adhering( to( those(
sexist( labels,( and( concomitantly( (if( understandably)( discarding( the(
‘masculinized’(one.(Masculinity(is(inherently(oppressive,(especially(to(women,(
and(must(be( resisted;( the( same( is(not( true(of( form.( Indeed,( if(one(of(Head’s(
implicit( questions( is( ‘why( don’t( we( spend( more( time( considering( the(
“character”(of(such(pieces(as( they(might(have(been(thought(of(at( the(time?’,(
then(the(rampant(sexism(his(research(uncovers(provides(a(compelling(answer.(
It( is( my( task,( then,( to( overcome( the( unmitigated( materialism( that( has(
characterised(the(work(in(this(area(so(far,(by(rejecting(the(idea(that(music(is(only(
an(inscription(of(the(body,(and(only(a(record(of(its(own(history.(That(is(to(say,(I(












possibilities( for( resisting( the( oppressive( gendered( narratives( foisted( upon(






the( circumstances( surrounding( their( original( composition—a( perspective( I(
gather(under(the(term(‘materialism’—I(argue(that(the(resistance(they(purport(
to( uncover( is( merely( illusory,( and( that( the( strategies( they( outline( simply(
‘perform( freedom’,( rather( than(actually(achieve( it.(Based(on( the(ontology(of(
music(developed(thus(far,(I(will(suggest(that(the(pieces(fail(not(because(of(the(
destabilization(of(their(material(elements,(but(because(of(the(radical(disjunction(
between( those( material( elements( and( the( piece’s( ideal( existence.( This( will(
simultaneously(open( the(possibility(of( real(emancipatory(potential( in(music,(
while( radically( circumscribing( the( limits( of( the( practical( political( power( in(












It(was(noted( above( that,( contrary( to(what(might( be( assumed( from(a( (New)(
Musicological( perspective,( considerations( of( social( institutions( can((
nevertheless(be(locked(into(an(objectifying(formalism.(This(is(the(starting(point(
of( Judith(Butler’s( investigations( into( the(philosophy(of( sex( and(gender.( She(
notes( that( the(political( emancipation(of(women( fundamentally( relies( on( the(
dismantling( of( the( formal,( manOmade( distinction( between( genders:( it( must(
refuse( to( tolerate(any(ontological(distinction(between( ‘men’(and( ‘women’.( It(
follows,(in(her(analysis,(that(an(insurmountable(contradiction(is(created(when(








and(sexuality,(one(which(reveals( the( traditionally( foundational(categories(of(
sex(and(gender(to(be(fictitious.((
Butler’s( thesis( is( thoroughly( idealist:( the( improvement( of( a( certain(






of( (patriarchal,( heterosexist)( power,( not( supported( at( an( ontological( level.(
But—drawing( on( a( poststructuralist,( specifically( Foucauldian,( philosophical(
heritage—the( negative( approach( she( takes( to( ontology( leaves( her( practical(
conclusions(with( no( teeth.( Since,( along(with( Foucault,( she( is(mistrustful( of(
ontological(fundamentals,(such(as(stable(ideas(of(personhood—seeing(in(them(
the(entrenchment(of(ideal(power(structures(at(the(material(level—she(proposes(
a(purely(performative( idea( of( subjectivity.(Gender( and( sexuality,( indeed( all(
forms(of(subjective(expression,(are(‘doings’(which(precede,(rather(than(follow,(
a(doer:(in(other(words,(the(person(is(created(by(the(performance,(not(viceOversa.(
Taking( the( Heideggerian( understanding( of( BeingOasOvoid( to( its( ultimate(
extreme,(her(ontology( is(not( so(much(apophatic(as(unapologetically(nihilist:(
paradoxically,(she(engages(the(ideal(level(of(human(existence(only(to(destroy(it(
utterly.( In(Butler’s(ontology,( there( is(no(stable( ideal(existence(from(which(to(
mount( a( defence( to( material( oppressions,( there( are( only( endless( material(
performances(that(reveal(ideal(oppressions(to(be(fictive(constructions.((
As( some(critics(note,( this(might(be(an(abnegation(of( responsibility( to(







of( talented( young( women( that( they( need( not( work( on( changing( the( law,( or(
feeding( the( hungry,( or( assailing( power( through( theory( harnessed( to(material(






symbolic( level,( making( subversive( gestures( at( power( through( speech( and(
gesture.47((
(
Nussbaum’s( critique( is( somewhat( disingenuous:( nothing( in( Butler’s( work(




without( a( simultaneous( revolution( in( thought.( What( is( more,( Nussbaum(
spends( the( majority( of( her( article( criticizing( not( the( substance( of( Butler’s(
arguments,(but( the(difficulty(of( its( language,( something(which( suggests( she(







her( mistrust( of( a( stable( material( identity( is( matched( by( a( typically(
poststructuralist(disdain(for(grand(narratives.( In(other(words,( the(possibility(
that(a(subject(might(perform(some(‘authentic’(identity—based,(for(example,(on(
an( idea( of( common( humanity( between( ‘men’( and( ‘women’,( ‘gays’( and(
‘straights’((terms(which,(of(course,(would(lose(all(meaning(under(this(regime)—
is(hamstrung.( Instead,(one( is( only( able( to(be(performative:( to(manipulate( the(
alwaysOalready(determined(social(pressures((the(ideal(structures(of(power)(in(
a(way(that(undermines(their(ontological(stability,(but(not(their(permanence.(For(





always( playing( with( ideas( such( as( ‘men’,( ‘lesbian’,( or( ‘femme’,( but( never(
transcending(them.48((
One( might( reasonably( assert,( then,( that( Butler’s( incredibly( negative(
mobilization(of(idealism(makes(her(more(materialist(than(not.(Without(a(stable(
ideal( framework( with( which( to( interact,( performative( theories( of( gender(









































musicians( and( listeners( who( themselves( produced( those( stories( through(
performance(and(interpretation’.50(This(view(is(confirmed(as(he(questions(the(
use( of( scoreObased( approaches( (those( most( closely( aligned( with( ideal(
approaches(to(music,(such(as(analysis),(favouring(instead(a(conception(of(music(
as(a(performative(act:(‘if(music(encodes(discourses(of(race,(gender,(sexuality,(
and( class,( how( are( such( codes( (re)constituted( through( performance( and(
listening?(If(music(is(a(cultural(practice,(then(is(it(consistent(with(this(premise(
to(read(its(content(from(the(score,(like(a(story(from(a(book?’.51(





obviously( achieved( by( an( emphasis( on( simplicity,( in( order( to(













the( term( easy( indicating( here( keys( without( many( sharps( and( flats,( melodyO



















parallels( with( the( musical( materialism( found( in( Schubert’s( Andantino( is(
apparent.(
( In( situations( such( as( these,( a( scepticism(of( scoreObased( approaches( is(
understandable.(After(all,(how(can(one(justify(an(approach(that(seems(to(imply(
that( understanding( of( a( piece( springs( from—that( the(meaning( of( a( piece( is(
contained( in—the( ‘purely( musical’( information( notated( on( the( page,( when(
there(is(so(much(evidence(that(the(ideal(content(was(inflected(and(limited(by(
material(concerns?(Others(have(gone(further(in(demonstrating(ways(in(which(









in( the( emerging( public( sphere’.56( Having( discussed( contemporary( cultural(
expectations(for(female(musicians,(and(speculating(that(‘given(her(training(at(
the(Pieta,(it(is(hard(to(believe(that(Strinasacchi’s(performance(would(sacrifice(







gesture( that( requires( considerable( force( from( both( players’,( followed( by(
‘another(sweeping(gesture(in(bar(three([…](a(particularly(muscular(gesture(for(
the(violinist’,(this(is(moderated(by(the(way(the(movement(continues:(‘with(a(
female(virtuoso(occupying( the(main( role,( it( is( therefore(no( surprise( that( the(
remainder( of( the( first(movement( follows( the( expressive( devices( of( operatic(
staging’.57(Breene’s(analysis( is( full(of( references( to( traditional(conceptions(of(
musical(femininity,(seemingly(indicating(that(the(sonata(is(made(possible(only(









have( found( it( quite( easy( to( transfer( this( light( buffa( style( into( the( appropriate(
instrumental(technique.58(
(
Chromatic( motion( is( a( common( Mozartean( technique( for( portraying( the(
fickleness(of(female(characters(in(his(operas([….](It(is(certainly(possible(that(the(












‘to( counteract( the( avoidance( of( the( physical( in( the( vast(majority( of(Mozart(
scholarship’,( and( claims( that( ‘gestural( analysis( […]( provides( compelling(
answers( about( the( formation( of( musical( subjectivities( and( the( way( that(
performers(within(different(cultures(have(instrumentalized(their(bodies—in(a(
positive(sense—to(explore(what(it(means(to(be(human’.61((











subjectivities.( But( this( is( an( extremely( problematic( claim,( especially( in( the(
gendered(context( in(which(it( is(made.(Surely(it( is(vital,( from(any(reasonably(
progressive(perspective,(to(recognize(that(such(a(performance(is(not(an(accurate(
representation(of(humanity,(but(a(distorted,(truncated,(and(abused(humanity,(















would(make;( even( Susan(McClary,( in( her( infamous( reading( of( Beethoven’s(
Ninth( Symphony( never( suggested( that( it( should( be( shunned( due( to( its(
encoding(of(male((sexual)(violence.(One(might(very(well(ask,(in(that(case,(why(
not?(There( seems( to(be(an( implicit( sense( in(which( these(pieces(of(music(are(
valuable( above( and( beyond( their( gendered( readings,( that( they( can( be(
understood( outside( the( constraints( they(may( have(made—on( Strinasacchi’s(
body,( or( any( other( body,(male( or( female.(Nevertheless,( precisely( how( they(
might( be( understood( in( a( different( way,( and(why( they( can( continue( to( be(
valuable(above(and(beyond( their(material( effects,( is(not(answered( in(any(of(
these(formulation;(an(answer(will(be(advanced(below.(
! 221!
Matthew( Head( attempts( a( preliminary( response,( although( his(




routinely( been( depreciated—there( is,( in( other( words,( nothing( progressive(
about(condescending(attitudes(to(feminized(musicOmaking:(‘from(the(present(
vantage( point,( in( which( systems( of( valuation( surrounding( female( musicO









that( some( of( the( music( is( simply( ‘bad’( music—that( it( cannot( escape( the(
limitations(of(its(original((oppressive)(use,(that(it(has(no(‘musical’(value(above(
the(pedagogical/manipulative(uses(for(which(it(was(originally(intended.(As(in(
the( case( of( Schubert( in( the( previous( chapter,( music( that( succeeds( does( so(
despite(its(material(situation,(not(because(of(it.((
It( is( thus( possible( to( critically( evaluate( Head’s( claims( about( the(
possibility( of( resistive( approaches( to( repressive( music.( The( strategies( he(
proposes(all(centre(on(unsettling(the(disciplinary(force(of(the(music’s(attempted(
material(constraints(on(women’s(bodies.(In(a(Butlerian(vein,(he(acknowledges(




loophole:( ‘the(authority(of(both( implicit(and(explicit(disciplinary(rhetorics( is(
troubled( by( the( fact( that( such( injunctions( are( rhetorical,( textual( events’.63(
Furthermore( the( scores,( as( mixed( media—combining( words,( music,( and(
illustrations( by( several( different( authors( and( editors—could( be( selfO





has( two(major( flaws.(First,( it( is( still( subject( to( the( same(critiques( levelled(at(









He( notes( that( ‘in( the( case( of( music( for( the( fair( sex,( each( and( every(
condescension(and(prescription(about(women(making(music(inscribed(in(the(
text(is(vulnerable(to(negation(in(performance’.65(Music’s(status(as(a(performed(
art,( constantly( open( to( unscripted( intervention,( allows( it( to( escape( the(


























‘saved’(because( they(encode( femininity( in(potentially( liberating(ways.(Head(
concludes(his(article(with(the(acknowledgment(that(‘these(reflexive(images([of(
female( musicOmaking]( should( not( be( read( at( face( value,( […]( for( their(
significance(lies(not(in(any(sociological(truth.(On(the(contrary,(they(disclose(the(
imaginative,( fictive,( discursive( registers( of( the( volumes( in( which( they( are(






musicOmaking( that( establishes( critical( distance( from,( and( thereby( resists,(
official(disciplinary(rhetoric’.69(
( The( evidence( that( Head(marshals( for( these( pieces’( defence( does( not(













pieces( over( and( above( the( material( situation( of( their( origin.( They( can( be(
understood(in(ways(apart(from(the(ways(in(which(they(were(intended.(That(is,(




pieces( of( music( because( they( can( resist( materialist( tropes;( they( can( resist(
materialist(tropes(because((and(as(long(as)(they(are(still,(over(and(above(this,(
pieces(of(music.(The(gendered(tropes(that(make(up(their(materialist(existence(














Puzzlingly,( this( is(not(a(state(of(affairs(Head( is( totally( ignorant(of:(he(




As( an( allegory( of(music( in( the(domestic( sphere,( the( engraving(promises( an(
escape(from(the(dysphoria(of(that(sphere’.70(It(is(precisely(that(outward(gaze,(
her( separatist( gesture,( that( defines( the( promise( of(music.( It( is( an( image( of(
transcendence.(What( is(musical( about( these( pieces( is( not( the( way( they( are(















Breene—revealing( the( overly( embedded( nature( of( this( music’s( material(
existence.(But,(as(Bauman(goes(on(to(clarify,(full(emancipatory(potential(rests(
on(those(material(conditions’(transcendence,(and(an(existence(instead(within(a(
decidedly( freer( discourse:( ‘the( modern( theorizing( of( human( essence( and(
human(rights(erred(on(the(side(of(leaving(too(much,(rather(than(too(little,(of(the(
“encumbered”(or(“embedded”(element(in(its(idea(of(the(human’.72(This(can(be(





is( understood( as( only( part( of( a( greater( dialectical( movement,( which( is(
concerned(with(challenging,(and(ultimately(transcending,(those(very(material(
circumstances(themselves.(It(should(now(be(clear(that(such(a(challenge(cannot(

















but( shown( to( be( fictive,( and,( more( importantly,( superable.( However,( this(
freedom(only(comes(about(with(the(ontological(realization(that(these(pieces(are,(
in( some(way,( something(other( than( the( sedimentation(of( their(material( and(











of( Schubert’s(music( and( the(materialist(musicology( of( gender.( If( there(was(
initial( anxiety(over(what( form(an( ‘ethics( of(musicology’(might( take—a( fear,(
effectively,( of( my( positing( as( eternal( truths( what( could( only( be( personal(
political(opinions—I(have(attempted(to(overcome(it(by(using(a(different(model(








Marxist( project( is( to( show—in( sympathy(with( the(Heideggerian(worldview(
introduced(in(Part(I—that(humans(are(not(simply(cogs(in(a((political,(economic,(
social)(machine,(but(rather(creatures(of(thought(and(mind,(with(tendencies(to(
autonomy( and( absolute( freedom.( The( Marxist( recipe( for( freedom( is( not,(
therefore,( a( pragmatic( negotiation( between( the( ideals( of( freedom( and( the(
practical(reality(of(socialization,(but(rather(a(universal(recognition(that(humans(
are( defined( precisely( by( this( intersection—an( agglomeration( of( fully(




as( primarily( economic;( rather,( economics( is( one( of( the( arenas( in(which( the(
failure( to( grasp( the( truth( of( humankind’s( ontology( is( felt( most( keenly,( as(
injustice,(inequality,(and(suffering.(Nevertheless,(what(is(needed(is(not(simply(
a( material( intervention( in( the( economic( system,( but( instead( a( wholesale(
‘revolution( in( the( form(of( thought’,(as(Hegel(and(Korsch(put( it,( from(which(
economic(liberty(would(follow.((
( Likewise,( as(Butler( showed,( equality(of( the( sexes(and( the( freedom( to(
express(gender(and(sexuality(cannot(flow(from(simple(material(demands(for(
specific(protected(groups.(Indeed,(doing(this(is(counterproductive,(since(real(
emancipation( comes( from( realizing( that( gender( and( sexuality( are( limiting(













sort( of( ideal( reOstructuration( advocated( for( here,( and( in( the( supporting(
literature;(anything(else(might(be(construed(as(‘performing(resistance’.(
( This( leaves( music( and( musicology( in( a( peculiar—and( peculiarly(
limited—space.(On(the(one(hand,(music(is(valuable(precisely(because(it(grants(
access(to(this(dialectical(relationship.(I(have(shown(how(music’s(ontology(has(
a( special( relationship( with( human( ontology:( that,( conceived( as( a( form( of(
thought( made( sensible,( it( mirrors( closely( the( subjectOformation( of( human(
selfhood( in( a( broadly(poststructuralist( (or(Heideggerian)(manner.( Likewise,(
music(has(a(specific(kind(of(‘textuality’(that(taps(into(important(qualities(of(the(
human( condition:( it( is( simultaneously( a( sedimentation( of( the( material(
conditions(of( its(creation,(an(agent(to(influence(the(material(conditions(of( its(















used( in( the( oppression( of( women,( and( concomitant( attempts( at( materialist(
resistance,( are( incongruent( with( the( way( both( oppression( and( music( are(
structured;(I(claimed(that(it(was(essential(to(understand(such(pieces(as(music(










victims( of( gendered( violence( in( all( its( forms( and( for( those( who( campaign(




material( differences,( but( rather( coexist( in( a( relationship(with( Being( (to( use(










making( (both( composers( and( performers),( or( the( encoding( of( misogynistic(
tropes( in( musical( and( musicological( discourse—and( therefore( must( be(
acknowledged,( criticised,( and( resisted.( On( the( other( hand,( the( analysis(




to( engage( with( these( idealist( aspects( of( Art( Music,( despite( the( historical(
baggage(they(bring.(Indeed,(to(do(so(is(to(make(an(ontological(claim(about(Art(
Music,( one( which( seems( to( resolve( some( lingering( problems( of( New(
Musicology( and( poststructuralism,( especially( concerning( the( formation( of(
subjectivity.(Furthermore,(the(wholesale(exclusion(of(idealism(in(favour(of(an(
entirely(materialist(worldview,(one(in(which(people(and(objects(are(understood(
only( in( terms( of( their( concrete( relationships,( is( a( hallmark( of( advanced(
capitalist(oppression,(and(should(be(resisted.(Second,(there(is(the(structure(of(
the(apparent(conflict(itself.(The(materialist(work(examined(above(is(essential(
for( the( apperception( and( practical( refusal( of( the( oppressions( imposed( by(




world(problems,(but( rather( an( indication(of( the(Real(of( the( situation—what(




The( first,( rooted( in( advocacy,( and( immediate( social( change,( is( political.( It(





why( act( contrary( to( the( nature( of( things?( It( acts( as( a( guiding( principle,(
constantly( dissatisfied(with( the(world( as( it( is,( pointing( the(way( to( the( next(
movement.( In( musicological( terms,( this( translates( to( fairly( straightforward(
behaviour:( the( vital( political( work( of( critical( musicology( continues,(
highlighting(the(injustices(that(persist(in(music’s(material(existence,(but(never(
giving( over( entirely( to( materiality,( secure( in( the( knowledge( that( music( is(
always( in( excess( over( its( material( determination,( and( that( in( its(
overdetermination(lies(a(truth,(not(necessarily(about(music(or(politics(per-se,(but(
about(human(ontology(and(epistemology.(Music(theory(cannot(ameliorate(rape(
culture,( or( contemporary( slavery,( or( the( exploitative( production( of( surplus(
value:(that(is(the(work(of(politics,(in(all(its(possible(forms((including(branches(
of( musicology).( It( can,( however,( intimate( what( exists( at( the( permanently(
deferred( conclusion( of( that( process,( and( even,( however( ephemerally( and(
faintly,(bring(it(into(being(when(it(is(transacted.((
A( continuous( negotiation( is( therefore( required:( between( politics( and(
ethics,( between( the( material( work( of( music’s( embeddedness( and( the( ideal(



























music( is( to( construct(music( as( something(with( an( ideal( component,( best( accessed(





( Nevertheless,(Part( II(demonstrated(the(way(in(which(music’s( ideal(existence(












it(will(be(demonstrated( that( the(dialectical(method(advocated( in( this( thesis( for( the(
understanding( of( music( can( exist( harmoniously( with( the( claims( of( Performance(
Studies(scholars,(albeit(only(from(within(an(expanded(critical(framework.(It(will(be(
shown,(in(short,(that(if(the(ethnographic(and(philosophical(principles(advocated(by(
Performance( Studies( are( applied( consistently,( a( notion( of( ‘Western( Art( Music’(
emerges( that( does( not( fall( prey( to( the( overHidealized( formalism( that( characterized(





the( music( and( performance( field.1( The( main( division( he( points( to( is( between(
prescriptive( and( descriptive( modes( of( musicological( engagement( with( musical(
performance.( Descriptive( modes( mainly( study( performance( afterHtheHfact,( for(
example(through(recordings(or(observations(of(live(performances;(prescriptive(modes(
begin( by( forming( an( interpretation( with( the( score( as( its( basis,( and( are( usually(
concerned(with(determining(ways(of(projecting(it(in(performance.2((
( Both(of(these(approaches(are,(at(bottom,(textualist.(Prescriptive(scholarship’s(




















assist( performers( in( solving( conceptual( or( technical( problems’;5( Hatten( himself,(
although(moving(away(from(the(macrostructural(concerns(of(Schenker(and(Narmour(




to(Ab( in(m.(12,(and(only(confirmed(with(the(downbeat( initiation(of( the(consequent(
phrase(in(m.(13’.6(
Descriptive(performance(study,(on(the(other(hand,(merely(expands(the(scope(
of( what( is( considered( a( ‘text’( to( include,( for( example,( spontaneous( rubato! in(
performance,(gesture(and(bodily(movement,(or(the(clothing(of(the(performers.(That(
is,(it(is(another(form(of(analysis,(albeit(one(not(restricted(to(a(notated(score,(instead(
taking( in( the( gamut( of( audiovisual( elements( that( constitute( a( performance.( The(
fundamental( identity(is(discernible(in(that(both(disciplines(almost(always(rely(on(a(




one( which( eschews( textuality,( and( instead( attempts( a( radical( ontological( reH










and(who( instead(maintain( that( the( act( of( performance( is( primary.( Linda(Dusman(
writes(that(‘performance([is](a(temporary(community(is(which(composers,(performers,(
and( audience(members( are( all( active(participants,(with( an( audience’s( hearing(of( a(
work(as(the(final(step(in(its(creation.(In(other(words,(music(does(not(exist(until(it(is(





in( response( to( her( (or( his)( actions,( constitute( not( only( ‘the( performance’( but( also,(
potentially,(‘the(music(itself’?(In(other(words,(when(we(go,(say,(to(the(Royal(Festival(Hall(
to( hear( Mitsuko( Uchida’s( Schoenberg( or( Marin( Alsop’s( Beethoven,( ‘the( music’( we(
encounter(is(not(limited(to(notes(on(the(page(made(into(sounds(in(the(air:(rather,( ‘the(
music’( is( potentially( defined( by( our( entire( experience( of( what( is( happening,(







performances( merely( transmit( meaning,( such( philosophies( instead( claim( that(
meaning(is(created(in(performance,(and(is(absent(outside(of(it.(
( By( far( the( most( vocal,( thorough,( and( prolonged( engagement( with( this(
challenging( new( ontology( of( music( has( been( Nicholas( Cook,( culminating( in( the(






years( of( research.10( For( this( reason,( the( remainder( of( the( chapter( will( largely—
although(not(exclusively—focus(on(his(work;(a(theory(that(proposes(nothing(short(of(








I( term( the( collection( of( theories( and( proposals( which( emphasise( the( primacy( of(
performance(in(the(consideration(of(music,(largely(centred(on(the(work(of(Nicholas(
Cook(and(a(handful(of(others,(‘Music(as(Performance’,(after(the(title(of(Cook’s(own(





Chapter( One):( ‘Some( theorists,( like( Alan( Street( and( Kevin( Korsyn,( engaged(more(





analysts( to( tell( performers( how( to( play( their( instruments:( ‘the( approach( to(






Analytical( understanding( was( assumed( to( be( the( foundation( of( articulate(
performance,( and( the( result(was( to( place( the( theorist( in( a( position( of( authority’.12(


















The( idea( that( music( exists( solely( for( public( performance,( and( that( all( features( of(
compositional( significance( are( by( definition( audible—which( is( at( least( strongly(












Daphne( Leong,( meanwhile,( points( out( the( variety( of( media( in( which( music( is(
commonly(accepted(to(exist:((
(
Music( is( not( only( ‘music( as( performance’.( It( exists( in( states( that( are( not,( literally,(
performed:(in(the(composer’s(mind,(in(a(performer’s(imagination,(in(a(listener’s(memory;(
in(a(score,(as(grooves(on(a(wax(cylinder,(as(data(in(an(mp3.(Change(from(one(state(to(







recording—still( constitute(performances( in( the( broader( sense( of( the( term.( In( other(
words,( there( could( be( an( ethical( element( to( the( debate:(MAP( could( be( seen( as( an(
injunction—this( is(how(we(ought( to( think( of(music,( at( least(most(of( the( time.16(The(
clearest( break( with( the( traditional( musicology,( then,( is( not( debates( about( which(






















there( nothing( to( value( about(music( apart( from(what( it( does( in( the( soHcalled( ‘real’(
world?(But(I(separately(contest(the(notion(that(music(has(the(sort(of(power(over(social(








reviewers?( How( is( their( opinion( treated( in( comparison( with( ordinary( audience(
members?( Perhaps( most( importantly,( how( are( we( to( include( all( the( elements( of(
performance( I( have( just( described—clothing,( movement,( atmosphere,( and(
socialization—in(this(postHperformance(discussion:(should(they(be(seen(as(integral,(or(
merely(incidental,(to(‘the(musical(performance’?((





that( ‘everything( the(performer(does(and( thinks( in( the(heat(of(action,( coupled(with(
what(those(observing(and(listening(to(the(performer(do(and(think(in(response(to(her(
(or(his)(actions,(constitute(not(only(“the(performance”(but(also,(potentially,(“the(music(









the( difference( between( a( musical( performance( and( a( board( meeting( is( only( as(
pronounced(as(the(difference(between(a(board(meeting(and(a(Sunday(lunch.(
Analysing( certain( situations( from( the( perspective( of( performance( is( an(
attractive(idea,(and(Cook(hints(at(the(provocative(angles(it(might(entail:(‘seen(in(such(
terms,(the(rituals(and(paraphernalia(of(medieval(courts(might(be(seen(as(performances(
of(kingship,( or(punk( culture( as( the(performance(of( an(oppositional( identity’.20(But(
when( applied( to( musical( situations,( musicology( becomes( a( subHdiscipline( of(
sociology:(what(is(particular(to(the(musical(situation(is(not(accounted(for( in(and(of(
itself.(This(is(not(necessarily(a(reason(to(reject(the(approach:(there(may(be(very(good(
reasons( to( promote( such( a( radical( erasure( of( disciplinary( lines,( but( it( is( certainly(
something( with( serious( enough( ramifications( to( merit( extended( and( sceptical(
treatment,(rather(than(being(accepted(as(a( fait!accompli,(as(is(implied(by(the(tone(of(
Cook(and(his(collaborators.(
Second,( there( is(a(great( risk( that(such(scholarship(becomes(recursive.( It(was(
noted(above(that(one(of(the(important(elements(structuring(the(social(relationships(in(
musical(performance(is(the(extent(to(which(nonHmusical(elements(are(included(within(
the( discourse( of( ‘the( performance( itself’.( For( example,( is( there( an( assumption—as(










Which( of( these( assumptions( are( in( force(may( structure( several( other( nonHmusical(
elements( to( a(very(great( extent:( the( clothing(of( the(performers,( the( clothing(of( the(
audience,(the(interaction(between(the(two,(and(so(forth.(Considering,(however,(that(
this(question(is(itself(what(differentiated(Music(as(Performance(scholarship(from(its(
predecessors,( the( question( of( what( constitutes( musical( performance( is( endlessly(
begged.(That(is(to(say,(if(as(all(nonHmusical(elements(are(considered(part(of(musical(
performance(a!priori(,(and(yet(one(of(these(elements(is(itself(the(fact(that(nonHmusical(





same(extent(as( they(do( in(popular(music(concert.(The(unilateral(application(of( this(





the( importance(of(musicians’( ‘personae’( in( the( reception(of( their(performances.(He(
notes(that(‘even(selfHeffacing(musicians,(such(as(the(relatively(anonymous(members(
of(a( symphony(orchestra(or( the( invisible(players( in(a(Broadway(pit(band,(perform(
musical( personae.! In! these! two! instances,! the! musicians’! very! obscurity! is! a! defining!
characteristic! of! the! personae! they! perform! in! those! discursive! domains’.21(However(hard(











performances( [in]( his( elaborate( preparations( before( he( begins( playing.(He(wipes( the(
keyboard(up(and(down(with(his(handkerchief(and(then(mops(his(cheeks.(He(puts(his(
handkerchief(down,(and(then(clasps(his(hands(together(with(the(washingHlike(motion(
traditionally( associated( with( clergymen( and( the( best( butlers.( […]( His( elaborate(
preparations(heighten(anticipation(of( the(performance(to(follow.(But( they(also(have(a(





and( the( effortful—the( task( at( hand,( to( bring( something( from( the( beyond( into( the(
present(moment,(is(clearly(arduous(and(worthy(of(the(greatest(care(and(attention.(And(
the( physical( circumstances( of( performance—the( pianist( wearing( dark( clothes,( the(
lowered(lights(of(the(auditorium(with(the(pianoforte(as(the(sole(focus,(the(audience(







(retrogressive,( illiberal,( elitist)(music( analysis,( supposedly( putting( it( back( into( the(









tantalizingly( out( of( reach.( In( some( cases( Cook,( Pettengill( and(Auslander( go( even(
further,( by( implicitly( denying( the( authority( of( those( performers( who( so( clearly(
attempt(to(frame(their(performances(in(terms(of(a(transcendent(musical(object.(In(fact,(





a( conceptual( understanding( of( Western( Art( Music( even( in( the( act( of( musical(
performance,(in(light(of(the(evidence(presented(above(that(there(is,(at(the(very(least,(









on( social( interaction( between( individual( performers,( those( performers( and( the(
audience,(and(all(of(these(participants(and(their(surroundings,(exactly(what(is(being(











the( entire( span( of( time( from( the( beginning( of( the( performance( to( the( end,(
incorporating(everything(that(takes(place(within(the(‘performance(arena’.24(
( This(is(not,(however,(the(only(position(within(MAP.(Cook(has(also(written(on(
the( ontology( of( the( musical( work,( proposing( a( formulation( that( cuts( across( this(
understanding.(As( one(might( expect,( his( first(move( is( to( reject( the( concept( of( the(
transcendental(work,(one(existing(outside( its(sounding( instantiations.(However,(he(
argues( that( under( the( performance( studies( paradigm( ‘a( given( performance( of(
Beethoven’s(Ninth(Symphony,(for(example,(will(acquire(its(meaning(from(its(relation(
to( the( horizon( of( expectations( established( by( other( performances( […]( there( is( no(
ontological(distinction(among(the(different(modes(of(a(work’s(existence,(its(different(
instantiations,(because(there(is(no(original’.25(This,(too,(is(a(temporal(conceptualization(







( This( creates( a( philosophical( dilemma( since( the( two( types( of( temporality(
undermine( one( another.( In( the( first( case,( the( musical( performance—and( by(







such( local( temporalities( can( never( be( total,( since( they( represent( merely( partial(
appearances( of( something( greater.( This( appearance,( of( course,( is( explicitly( not( an(
‘appearing’( of( some(Platonic( Idea,(which(would(be( to( reinscribe( the( authoritarian,(




is( itself(problematic,( because( rather( than(pointing( to( a( (supposedly(unidirectional)(
historical( progress,( the( notion( of( a( work( ‘encompassing’( different( performances(
implies(something(multidirectional,(existing(in(a(different(dimension(to(the(onward(
march(of( history( in(which( those( individual(performances( are( located.( In( any( case,(
there( is( a( direct( conflict( with( the( first( model( of( MAP,( since( included( in( all( the(
extramusical(elements(that(constitute(a(performance(is(a(discursive(element,(dealing(
with( that( performance’s( relationship( with( previous( ‘performances’.( And( this,(
paradoxically,(must(already(rely(on(some(kind(of(workHconcept—how(else(to(decide(
what(constitutes(previous(performances,(and(what(constitutes(notHperformances?(The(






scores( of( Beethoven’s( Ninth( Symphony,( he( notes( that( ‘while( these( historically(
privileged( texts( have( a( particular( significance( and( authority( within( the( field(
encompassed(by(the(Ninth(Symphony,(they(do(not(exhaust(the(work’s(identity([…](









on( notation( for( musicological( (or( performative)( authority.( More( significantly,(
however,( by( claiming( that( the( score( occupies( the( same( horizontal( plane( as( the(
symphony’s(other(instantiations,(Cook(structurally(eradicates(the(possibility(of(relying(
on(a(score.(He(is(therefore(simultaneously(claiming(that(the(work(derives(its(singular(
identity( in(some(way(from(the(score—it(plays(an( ‘obviously(privileged(role’( in( the(
construction( of( the( work—but( since( it( is( on( the( same( horizontal( plane,( in( effect(
becoming( just( another( ‘performance’( of( the( work,( it( is( unclear( how( it( derives( its(
‘particular(significance(and(authority’.(
( The( picture( that( emerges( from( the( MAP( paradigm,( therefore,( is( of( an(
assemblage(of(parts—the(score,(additions(to(the(notated(score((such(as(ornaments(or(
rubato),( the( behaviour( of( the( performers,( the( behaviour( of( the( audience,( and( the(









the( common(practice( era( of(Western(Art(Music.(Note,( however,( that( this( is(



















possible( for( a( community( of( speakers( (musicians)( to( assert( a( distinction(
between( good( and( bad( performances,( or( a( performance( of( one( piece( and(
another.(However,(without(any(firm(logic(behind(it,(this(distinction(will(always(
be(arbitrary,(and(following(Foucault(would(almost(certainly(reflect(the(will(of(
an( authoritarian( power:( a( panel( of( expert( judges( determining( the( best(
performance(at(a(competition,(or(a(lone(expert(excluding(a(newly(discovered(
work(from(the(canon(because(it(‘just(doesn’t(feel(like(a(Brahms(sonata’.(
3.! Every(part(of( the( set( is( essential;( all( aspects,(both(musical( and(nonHmusical,(
must(be(replicated(in(their(entirety(to(guarantee(the(identity(of(the(piece(across(
performances.( Although( this( formulation( is( not( explicitly( invoked( in(MAP(
discourse,(it(is(implicit(in(the(idea(of(the(musical(work(being(the(sum(total(of(
all(performed(aspects—the( first( facet(of(MAP(explored(above.(Again,( in( the(
absence(of(any(workHconcept(to(fall(back(on,(the(only(way(to(guarantee(that(two(






one(hand,(even(if( the(second(and(third(models(represent( the( implicit(constructions(
advocated(by(the(two(halves(of(the(MAP(paradigm,(it(is(a(distortion(of(their(explicit(
views.( While( the( first( model( has( a( long( historical( pedigree,( noHone( has,( to( my(
knowledge,(proposed( either( that( any( collection(of( noises( and(behaviours( could(be(
considered(a(performance(of(Beethoven’s(Ninth(Symphony,(or(that(only(one(specific(
collection(can(be(considered(one.(That(being(said,(such(views(are(present(within(the(
musicological( community:( for(example(certain(avantHgarde(works(put(no( limits(on(
what( may( take( place( in( performance,( corresponding( to( the( second( model,( and( a(
hardline( approach( towards( Historically( Informed( Performance( obviously( has( the(
third(model(as(an(ideal(backdrop.30(On(the(other(hand,(there(are(instances—in(jazz(
music,(for(example—where(the(first(and(second(categories(blend(into(one(another.(In(
the( tradition( of( jazz( standards,( some( element( of( the( original( chart( should( be(
appreciable(by(a(knowledgeable(audience,(but(precisely(what(that(element(is(remains(
unfixed,(and(can(change(from(performance(to(performance.((
























(just( another( way( of( saying( a( piece’s( stable( identity)( ‘encompasses’,( in( a( nonH
authoritarian( way,( disparate( performances,( especially( while( any( stable( text( (be( it(
written( or( otherwise)( takes( a( merely( optional( (‘horizontal’)( part( in( the( work’s(
formation.((
From( this( view( another( curious( paradox( emerges.( One( of( the( strongest(





performance,( that( it( truly( becomes( cut( off( from( the( wider( world.( Without( the(
possibility(of(being(incorporated(in(a(context(of(other(performances,(and(no(distinction(
between( the(discourse(of(performance(and( the(metadiscourse(of( the(musical(work,(
there( is( no( hope( of( historical( or( political( narrative.( If( the(New(Musicology’s(most(
enduring( gift( was( to( show( that( pieces( of( music( exceeded( themselves—that(
Beethoven’s(Ninth( Symphony(was( as(much(what( people(wrote( about( it,( and(how(








be( such( a( thing( as( music,( rather( than( simply( acts( of( making( and( receiving( it,( is(

















words,( Deleuze( advocates( the( same( idea( of( a( difference( without( an( original.( As(
influential( as( Deleuze’s( rhizomes( have( already( been( within( performance( studies,(
several( nuances( of( his( thought( remain( unexamined.( This( chapter(will( incorporate(
these(finer(details(in(order(to(fill(the(lacunae(in(the(‘Music(as(Performance’(paradigm,(
illustrating(the(process(through(an(analysis(of(the(second(movement(of(Mahler’s(Fifth(

























but( rather( interior( to( it,( immanent( to( its( very( finest( detail:( this( will( become( very(
significant(later(on(in(this(chapter.(Understanding(something(in(purely(its(own(terms,(
peering(into(its(very(materiality,(reveals(the(‘ground’(of(being—what(being(‘is’(before(

























































positing,( abstract( and( autonomous( unity( of( sonorous( material( and( sensation( that(
stands( immediate( to( itself’.39( This( clearly( locates( the(meaning( of( ‘sensation’( in( the(
conjunction(of(sensed(object((‘matter’)(and(sensing(body((‘nervous(system’).(However,(
as(we(have(seen,(the(Deleuzian(virtual(is(significant(because(it(is(not(a(conjunction(of(



















The( difference( is( most( palpable( in( the( sorts( of( musicological( engagement(
practiced(by(Gallope,(and(the(sort(advocated((and(practiced)(above.(On(the(one(hand,(
Gallope( recognizes( that( under( this(model( attention(must( be( paid( to( the( details( of(
musical( materiality—advocating,( in( effect,( a( form( of( analysis—saying( ‘we( cannot(
simply(disregard(standard(notions(of(musical(form(from(the(outset,(and(follow(our(
own( examples( […]( to( arrive( at( a( generalized( theory( of( sensation’,( since( ‘this( risks(
bypassing( the( specificity( of( technique,( which( cannot( be( completely! abandoned,( or(
music(would(never(exist(at(all’.41(That( is( to(say,(his(view(broadly(accords(with( the(




only( under( certain( conditions( does( music( achieve( the( true( function( of( art( that,(
according(to(Deleuze,(is(‘pass[ing](through(the(finite(in(order(to(rediscover,(to(restore(
the( infinite’.42( However,( on( the( other( hand,( the( language( that( Gallope( uses(when(
applying(this(Deleuzian(philosophy(to(musicological(concerns(is(unhelpfully(vague:((
(
There( are( some(musical( works( that,( due( to( properties( in( their( actual( form,( or( their(
manner(of(composition,(produce(more(sensation(than(others,(and(thus(contribute(to(the(
consolidation( and( preservation( of( sensation.( More( intense( musical( works( typically(
challenge( conservative( and( traditional( practices( of( composition,(making( sensation( by(


















It( is( immediately( apparent( that( the( second( movement( of( Mahler’s( Fifth(
Symphony(is(fraught(with(surface(repetition.(From(the(pulsing(brass(figure(that(opens(
the(movement,( to( the(woodwind(accompaniment( in( the( funeral(march( to(which( it(
gives(rise,(to(the(final(passage(which(simply(passes(the(dyad(AHC(across(the(orchestra,(
fading(away(as( the(movement(draws(to(a(close,(smallHscale(repetition( is(one(of( the(





erased—the( repeated( quavers( in( the( funeral( march( are,( analytically( speaking,( no(
different(from(a(held(minim,(and(that(minim,(with(its(specific(pitch,(is(only(interesting(




the( duplicated( pitches( are( not( repetitions( at( all,( but( standHins( for( a( held( note,( an(
‘exchange’.(As(Deleuze(says,(‘exchange(is(the(criterion(for(generality’—the(repeated(
figure( could( easily( be( replaced(by(held(notes,( and(no( analytical( distinction(would(












profound( repetition,( which( is( played( in( another( dimension,( a( secret( verticality( in(
which( the( roles( and( masks( are( furnished( by( the( death( instinct’.45( Leaving( aside,(
temporarily,( his( final( comment( on( the( death( instinct,( it( is( clear( that( Deleuze( sees(
repetition(in(a(much(more(complex(way(than(we(are(accustomed(to.(Surface(repetition(
such(as( that( found( in( this(movement( is(not( to(be( taken(on( its(own( terms,(but(as(a(
signifier(for(repetition—a(different(idea(of(repetition—on(a(higher(level:(‘We(are(right(
to(speak(of(repetition(when(we(find(ourselves(confronted(by(identical(elements(with(
exactly( the( same( concept.( However,( we( must( distinguish( between( these( discrete(




chords( arranged( horizontally,( in( time,( but( rather( one( underlying( idea—that( is,(
‘vertical’(to(these(chords—asserting(itself(six,(twelve,(or(a(hundred(times.((
Most(significantly,(this(repetition(beneath(the(surface(authorizes(difference(on(
the(surface.(That( is( to(say,(something(might(be( ‘repeating’(even(when(there(are(no(
identical(elements(on(the(surface:(that(which(is(repeating(is(beneath(the(surface,(and(




















as( Mahler( indicated,( the( two( movements( together( form( Part( One,( they( are(
complementary,(yet(so(different(in(content(that(it(is(difficult(to(understand(how(they(
make( sense( together’.48( Seth( Monahan( points( out( that( ‘Mahler( called( [the( second(
movement]( a( “Hauptsatz”( on( several( occasions,( to( clarify( the(merely( introductory(
nature(of(the(symphony’s(firstHmovement(funeral(march’,(and,(citing(Tischler’s(and(
















( Another( thorny( subject( is( the( extent( to( which( this( movement( can( be( read(
against(the(norms(of(sonata(form.(Adorno(clearly(thought(so,(claiming(that(it(‘is(not(a(
scherzo(but(a(full(sonata(movement’.50(On(the(other(hand,(commenting(on(analytical(
approaches( to( Mahler’s( symphonic( movement,( Richard( Kaplan( polemicizes:(
‘assigning( labels( such( as( “rondoHsonata”( and( “double( variation”,( demonstrating(
conformance—however( idiosyncratic—to( Schenkerian( Ursätze,( and( inferring( the(






the( elephant,( we( simply( have( found( ourselves( unable( to( apprehend( these(



























are( freighted( with( expressive( potential,( as( Monahan( explains:( ‘the( ability( of( a(
recapitulation( to( bring( certain( nonHtonic( expositional(materials( into( the( home( key(





























form,( I( departed( from( the( beaten( track,( in( the(way( that( a( young(man( likes( to( dress(
strikingly,(whereas(later(on(one(is(glad(enough(to(conform(outwardly(and(not(to(excite(




It( seems( clear,( then,( that( Mahler( was( fully( aware( of( the( formal( dialogue( he( was(






introduced( (or(perhaps(hamstrung)(by( the( first(movement—I(hope( to(demonstrate(
that(the(reality(is(far(more(complex(than(that.58(This(is(in(no(small(part(due(to(the(fact(





he( is( concerned( with( the(meaning( these( completed! pieces( generate( in( their( formal(








demonstrate( that( Mahler’s( interrogation( of( form( in( the( Fifth( Symphony( was( so(
profound(as(to(constitute(not!only!a(critique(of(sonata(form,(but(of(form(in(general,(
constituting( an( entire( ontology( of( music.( In( this( way,( above( and( beyond( any(








Monahan( calls( the( second( movement( of( the( Fifth( Symphony( ‘Mahler’s( most(
dysfunctional(sonata(form’:(‘fraught(with(collapses,(digressions,(and(discontinuities,(
its(sonata(architecture(is(taxing(to(follow(at(the(musical(surface(and(nearly(incoherent(
at( the( level( of(musical( process’.59(He( nevertheless( offers( a( Sonata( Theory( reading,(
positing( it( as( a( ‘failed’( sonata( structure,( in( line(with( its( rhetorical( bent,( as( Fig.( 5.1(
demonstrates( (development( omitted).( He( hears( a( triHrotational( form,( with( the(




that(Mahler’s( struggle( with( (or( against)( sonata( form( is( even(more( profound( than(
Monahan( believes,( I( offer( a( different( interpretation( below—one( that( retains(
Monahan’s(suspicion(that(sonata(form(should(be(understood(as(a(normative(backdrop(










At( the(most(basic( level,( the(movement( is( structured(around( two(contrasting(
themes,(in(A(minor(and(F(minor,(which(fit(broadly(into(either(three(or(four(rotations(
(this(ambiguity(will(be(discussed(below).(A(brief(Introduction((I:(bars(1–8)(leads(into(



























































































the( Secondary( Theme( of( the( first( movement( at( bars( 266–287.( This( gives(way( to( a(
transitional(section(in(Ab(major,(using(P2(as( its(basis,( that( in(turn(leads(to(the(third(
(recapitulatory)(rotation.(




simultaneously:( the( forceful(waveHlike(accompaniment( familiar( from(P2(provides(a(
foundation,(while(melodic(elements(from(both(P1(and(S(are(woven(together(on(top.(
The(tonal(strategy(that(this(implies(will(be(discussed(further(below;(suffice(it(to(say(
that( from( this( moment( on,( sonata( space( begins( to( thoroughly( break( down.(What(




way( at( bar( 428( to( a( hectic( and( highly( transitional( treatment( of( P1( material—
! 267!
significantly,(not(in(the(tonic—which(leads(into(the(second(striking(interpolation(of(











and( rhetorical( strategies:( apart( from(Monahan’s( suggestion( of( a( subdivided( third(
rotation( giving( way( to( a( coda( at( bar( 520,( one( could( consider( the( end( of( the(
simultaneous(recapitulation(in(E(minor((a(key(closely(related(to(the(tonic)(the(end(of(
sonata(space.(The(shift(into(F(minor(at(bar(400(would(mark(the(beginning(of(the(coda,(
or( a( fourth( rotation( in( which( P( and( S( are( presented( in( reverse( (a( significant(
deformation(within(Hepokoski( and(Darcy’s( sonata( theory:( indeed,( the( idea(of( any(























ultimately( allow( generic( experimentation( to( take( place;( and( why( should( a( sonata’s(
position( within( a( multiHmovement( work( supersede( all( parameters( of( its( internal(
organization?61((
(
The( piece( has( already( technically( broken( out( of( ‘historically( available’( forms( by(
making(its(principal(movement(the(second,(rather(than(the(first,(but(both(sides(of(the(
argument(still(stand:(while(it(would(be(highly(unusual(for(a(rhetorically(expository(




aim(of( this(analysis( is( to( show( that( such(debates(are,( to(a( large(extent,(moot:( each(
possible( interpretation( along( conventional( SonataHTheory( lines( is( unsatisfactory( in(
some(way;(this(is(precisely(what(maintains(our(interest.(Weighing(up(all(the(available(
evidence(and(choosing( to(hear( it(as(a(Type(4(sonata(with(a(PHbased(coda(does(not(










this( movement( fully( means( understanding( the( formally( divergent( aspects( of( this(
movement;( for( this( it( is( necessary( to( look( outside( Sonata( Theory.( The( two( most(
pressing(unanswered(questions(deal(with(the(tonal(strategy(and(the(formal(structure(
are:( First,( what( is( the( relationship( between( A(minor( and( F(minor—how( are( they(



























Richard( Cohn’s( analyses( of( advanced( tonal(music( reveal( that( such( gradual(
shifts( of( individual( voices( by( semitone( are( a( principal(means( of(moving( between(
tonally(distant(areas( from(the(midHnineteenth(century(onward.62( In( this(movement,(
the(prominent( role(played(by(a(diminished(chord( recalls(Douthett(and(Steinbach’s(
‘PowerTowers’,( whereby( three( areas( of( harmonic( space( are( internally( unified( by(
parsimonious( voiceHleading,( and( externally( linked( by(means( of( the( three( possible(
diminished(chords,(which(act(as(absent(centres.63(Fig.(5.4(extracts(their(diagram(of(the(
‘PowerTowers’.(
As( the( diagram( shows,( Douthett( and( Steinbach( are( concerned( with(
































that( features( heavily( in( this( movement( has( hitherto( appeared( variously( as( ‘A(












G7 Cd 7 ~ Bk7 C m7 Am7 17) 
Cr7 Gm7 ~Em7 CI7C1ICm7~ rrm7 
B Gm7 E E7 m m 
BbQ -I IA7 
E dim7 
Figure 10. Power Towers 
embedded in the hexatonic set listed below the corresponding cycle in 
Figure 3. 
Another example comes from the Andante of the overture to Schu- 
bert's Die Zauberharfe, where the sequence (c, Eb, eb, Gb, f# A, a, C, c) can be found. Placing this sequence on the Chicken-Wire Torus it is easy 
to see that it follows the alternating solid and dashed edges around the 
large diameter of the torus. It follows that the triads in this sequence are 
those embedded in the octatonic set listed below the corresponding octa- 
tonic cycle in Figure 5. 
Cohn (1991, 1992, and 1997) has also observed a remarkable 
sequence of 19 triads in the second movement of Beethoven's Ninth Sym- 
phony (mm. 143-76) generated by the binary chain <LR>; the sequence 
is (C, a, F, d, B, g, Eb, c, Ab, f, Db, bb, Gb, eb, B, g#, E, c#, A). From a dia- tonic standpoint, this sequence passes quickly through the keys, without 
establishing any particular tonality. But what can be said of its relation- 
ship with hexatonic and octatonic sets? Recalling that the <LR>-gener- 
ated cycle (the alternating dotted and dashed edges on the Chicken-Wire 
Torus) is the union of all the hexatonic and octatonic bridges (Section 4), 
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octatonic( sets:( this( is(how( the(graph(will(be(used( in( the( forthcoming(analysis.(The(
octatonic( set( that( each( group( of( eight( triads( belongs( to( is( listed,( in( pitchHclass(
classification,(beneath(each(table.((
It( is( now( possible( to( formulate( a( theory( regarding( the( harmonic( strategies(
employed(in(this(movement.(The(diminished(chord([0,(3,(6,(9](links(together(octatonic(
collections([0,(1,(3,(4,(6,(7,(9,(10](and([0,(2,(3,(5,(6,(8,(9,(11].(It(is(from(these(collections(
that( the(main(harmonic( centres(of( the(movement(are(drawn:( significantly,( the( two(
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this( approach( does( not( advocate( hearing( long( range( octatonic( relationships( over(
hundreds( of( bars;( it( merely( makes( clear( that( areas( that( are( grouped( together(
rhetorically(can(be( traversed(using( fairly(parsimonious(voiceHleading—that( is,( they(
sound(close(together.(Thematic(groups(that(are(meant(to(sound(in(conflict—such(as(the(
motivating( longHrange( dissonance( of( the(movement,( that( between(A(minor( and( F(
minor—are( remote( even( in( this( chromatic( landscape,( although( they( can( neatly( be(
bridged(by(means(of(a(third(party,(namely(a(single(diminished(chord.(Thus(although(
this(analysis(perverts(ordinary(neoHRiemannian(techniques((normally(every(harmonic(




start( of( this( analysis.( On( the( small( scale,( tonal( analysis( is( sufficient;( the( neoH
Riemannian(approach(clarifies(how(tonal(‘modules’(are(stitched(together(across(larger(











Mahler’s(movement( are( emerging.( The( sonata( theory( analysis( revealed( a( spirit( of(
unity( that( nevertheless( remained( unnamable:( a( rondolike( form( that( relies( on( a(
sonatalike( thematic( structure( caused( a(movement(whose( excrescence( prevented( it(
from(being(subsumed(under(an(easy(label—a(‘generality’.(Peering(into(the(chromatic(
harmony,(another(thread(holds(it(together:(an(octatonic(alteration(stitched(together(by(
means( of( a( diminished( chord.(Once( again,( however,( it( is( not( so( simple:( there( are(
moments(of(the(movement(that(do(not(correspond(to(this(reading(either,(and(the(link((
between( the( sonata( rhetoric( on( the( surface,( and( the( octatonic( structuration( in( the(
background,(is(not(clear.(There(is(a(general(impression(that(something(is(going(on,(that(
there(is(some(kind(of(architecture(behind(the(façade,(and(yet(its(precise(nature(cannot(
be( discerned:( neither( the( underlying( logic( holding( background( and( foreground(
together,(nor(the(significance(of(the(bold(deviations,(is(yet(clear.(




therefore(no( relationship( to( the(generative(diminished( chord),( as(has( already(been(
pointed(out,(it(does!have(a(strong(tonal(relationship(to(the(global(tonic,(as(its(modal(
dominant.(Moreover,(as(Fig.(5.7(shows,(the(achievement(of(E(minor(is(the(end(of(the(
only( truly( longHrange( tonal( process( in( the( whole( movement.( From( the( Cb( major(
transition(that(emerges(out(of(the(second(S(space,(which(goes(on(to(become(the(B(major(











of( a( foreign(element( (the( first(movement’s( Secondary(Theme),( and( concludes(with(
strong( longHrange( (although(not(global)( tonal( resolution,(with( the(added(rhetorical(
force(of(both(P(and(S(appearing(simultaneously;(that(an(entirely(new(octatonic(set(is(
invoked(merely( strengthens( this( idea.(Despite( its(highly(unconventional( form,( this(
shape( convincingly( invokes( the( narrative( of( Essential( Structural( Closure( in(
conventional( Sonata( Theory—the( endpoint( of( a( long( arc,( closing( down( a( grand(
harmonic( conflict,( and( ensuring( that( the( end( of( the( recapitulation( is( structurally(
weightier(than(the(beginning.((
( In( this( movement,( then,( two( conflicting( systems( compete( to( structure( the(
musical( space:( a( rotational( sonataHform( framework,( and( a( more( daring( octatonic(
‘collage’( that( glues( disparate( harmonic( regions( together(with( parsimonious( voiceH
leading.(There( is( a(disjunction(between( the( rhetorical( effect( of(distant( tonalities( or(
ingressions(from(other(movements,(and(the(placid(undertow(that(organizes(them(into(














































each( of( three( groups( of( triads,( four( ‘horizontal’( colour( configurations( can( be(
extracted—for(example,(C(major/minor,(Ab(major/minor,(and(E(major/minor(are(all(
coloured( red,( because( they( all( form(a( single( group.(They,( and( all( the( other( colour(
groups,(belong(to(maximally(smooth(hexatonic(cycles,(as(described(by(Richard(Cohn.(
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F$+ E?+ Db+ 
G- Eb- F- C- 
Western Eastern 
G+ \ B+ F+ A+ 
B- A- 
F S- D- 
Southern FO+ Bb+ 
B& 
To summarise, what is unique about set-class 3-11, together with its nine- 
note complement, is the capacity of its member sets to form an ordered set of 
maximally smooth successions that is long enough to be perceived as a cycle 
(i.e., longer than two distinct members, so that one can enter and depart 
through different portals), yet short enough that it does not exhaust all the 
members of its set-class. The following sections of this article demonstrate 
why this last property is of compositional and analytical significance: it 
ensures that, in the universe of triadic rela ons, the forces of unity (six triads) 
and diversity (four cycles) are appropriately balanced. Part III takes unity as 
its topic, by charting motions within the cycles. Part IV explores diversity, by 
investigating the trea ment of cycles as armonic regions, and th  capacity of 
motions between the cycles to form coherent modulatory patterns. 
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( I( argue( that( hexatonicism( binds( these( two(movements( together,( something(
which( is( strengthened( by( the( thematic( references( between( them:( it( is( not( just( the(












is( so( important( that(he(considers( it( to(be(one(of( the(causes(of( sonata( failure( in( the(
! 279!
second(movement:(‘setting(aside(the(negative(consequences(of(a(minorHmode(ending,(




this( kind( of( interHmovement( influence( that( is( being( argued( for( here;( however,( I(
contend(that(the(links,(and(the(analytical(and(philosophical(ramifications(they(imply,(
are(much(more(profound(than(Monahan(believes.(
In( light( of( the( detailed( analysis( presented( above,( it( seems( that( the( two(
movements( that( form(Part( I( of( the(Fifth(Symphony(do(not(merely( trade( in( simple(
thematic(allusions,(but(rather(are(born(of(a(more(profound(unity.(There(is(a(sense(that(
throughout( this( twoHmovement(unit,( the(same(essential( idea( is(being(explored( in(a(
number( of( different( ways,( and( expressed( via( a( number( of( different( strategies:( an(
overarching( funereal( atmosphere,( a( limited( collection( of( themes( (indeed,( themes(
derived(from(a(single(collection(of(motifs,(such(as(rising(sixths,(repeated(notes,(and(
march(topics)(all(intrude(on(each(other(and(vie(for(space.(In(the(second(movement,(

















movement( of( the( First( Symphony,( and( the( first( movement( of( the( Third,( ‘the(
movement’s( primary( contrast( obtains( between( the( sonataH( and( nonHsonata( spaces(





This( reading( is( in( danger( of( tipping( over( into( a( traditional( formalist(
interpretation,(one(which(posits(an(overall(‘unity’(and(in(the(process(neatly(and(tidily(
explaining(the(entire(trajectory(of(a(piece(of(music.(The(urge(to(such(a(reading(should(
be( resisted( for( a( number( of( reasons:( first,( there( is( nothing( remotely( interesting,(




this(movement:( it( has( already(been(noted( that( disruption( and(disunity( are( central(
features(of(Mahler’s(symphonic(language,(here(and(in(his(largeHscale(orchestral(works(
generally.(As(in(the(Schubert(sonata(in(Part(II,( to(discover(an(underlying(logic(that(
renders( the( musical( surface( wholly( explicable( would( not( constitute( a( greater(
understanding(of(the(music:(indeed,(it(would(amount(to(entirely(missing(the(point.(
And( third,( such( a( reading(would( not( be(Deleuzian.( To( posit( that( hexatony( is( the(








as(growing(out(of( the( same( seed—but(as( an(alternative( to( the( first.( It( is( a(different(
trajectory(through(the(same(musical(space,(a(complex(object(viewed(from(a(different(
angle.( Hexatony( is( not( the( urHform( of( this( piece,( if( for( no( other( reason( than( it( is(
hopelessly(indistinct:(it(is(significant(that(it(seldom(appears(on(the(musical(surface(in(
any( appreciable( form,( and(when( it( does,( it( only( does( so( in( passing,( never( in( any(
systematic(way.(Hexatony(has(been(inferred(through(close(analysis,(it(is(the(common(
element(in(all(the(eccentricities(of(the(first(part(of(the(symphony,(but(it(does(not(tie(up(
any( of( the( investigative( knots:( the( music’s( surface( is( still( cracked( with( octatonic(
conflict(and(intertextual(confusion,(none(of(which(is(resolved(by(intimations(of(a(very(
remote(hexatonic(network.(Even(after(a( lengthy(analysis,( the(piece’s( ‘identity’—the(













emerges( into( the( lesser(plane).( It( is(worth(spending(time(with( this(metaphor,(since(
topological( formulations(are(prevalent( in(music( analysis;( indeed,( I( argue( that( they(
extend( beyond( mere( analogy,( to( reveal( a( fundamental( problem( at( the( heart( of(
! 282!
analytical(discourse.(By(exploring(the(topology(of(the(second(movement(in(relation(to(
a( Deleuzian( analysis( of( repetition,( I( will( show( that( the( question( of( topology( is(
fundamental( to( the( nature( of( art( music—it( is( in( fact( the( very( essence( of( what(
constitutes(a(musical(performance.((
( One(of(the(most(obvious(topological(musicHanalytical(constructions(is(Douthett(
and( Steinbach’s( ‘chickenHwire( torus’,( already( introduced( in( Chapter( Three.66( In(
flattened( out( form,( it( is( simply( a( modified( Tonnetz,( one( that( shows( progressions(
between( triads( by( means( of( three( common( neoHRiemannian( transformations.( As(
explained( in( Chapter( Three,( because( neoHRiemannian( theory( assumes( enharmonic(
equivalence,( the( entire( diagram( can( be( folded( back( on( itself.( Notice( that( the(
highlighted(Ab(major on(the(rightHhand(side(is(in(an(area(of(the(diagram(otherwise(in(
sharps:(under(this(system,(it(is(identical(to(the(Ab(major(highlighted(on(the(leftHhand(




three( dimensions,( which( allows( more( flexible( movement( between( sonorities( that(
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
66(See(Chapter(Three,(§III.2.1.(
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Figure 7. Chicken-wire Torus 
R (Relative) transformation and connect triads that are P0,1-related. The 
cycles of alternating dotted and solid edges are hexatonic cycles (the com- 
ponents of HexaCycles), and since the dotted and solid edges represent 
the L and P transformations, respectively, these are the cycles induced by 
the binary-generated chain of transformations <PL>. The dashed edges 
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otherwise( impermeable.( Without( enharmonic( identity,( the( chickenHwire( diagram(
could( not( be( folded( over:( movement( would( be( restricted( to( two( dimensions.(






in( CubeDance,( groups( of( hexachordally( related( harmonies( are( joined( via( a(




requires( in( three( dimensions.( The( cubic( nodes( are( threeHdimensional,( effectively(
miniature( threeHdimensional(Tonnetz( structures;( the(augmented(triads( that(serve(as(
their((absent)(seams(exist(in(on(a(different((conceptual,(topological)(level(from(the(rest(
of(the(graph:(incorporating(them(requires(an(extra(dimension.((
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R (Relative) transformation and connect triads that are P0,1-related. The 
cycles of alternating dotted and solid edges are hexatonic cycles (the com- 
ponents of HexaCycles), and since the dotted and solid edges represent 
the L and P transformations, respectively, these are the cycles induced by 
the binary-generated chain of transformations <PL>. The dashed edges 
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that( ‘musical( fourHdimensionality’( can( be( experienced.( The( increasing( level( of(
abstraction,( represented( topologically( by( increasing( numbers( of( dimensions( is( an(
analogy(for—indeed,(it(may(well(be(a(direct(consequence(of—moving(away(from(a(
relationship(with(how(music(is(experienced,(with(music(theory’s(humane(roots(in(the(
cultural( sedimentation( of( tonality.( Folding( the( chickenHwire( into( torus,( and(
constructing(higherHdimensional(CubeDances(are(a(concerted(effort(to(draw(us(away(





C A aug F F aug B D aug B B aug 
c A? f , F1 b G 
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f, G 
El D aug [' 
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Figure 9. Cube Dance 
ulating between hexatonic sets. In fact, the augmented triad coupling two hexatonic cycles can also be found embedded in both associated hexa- 
tonic sets (a common trichord). Any triad in a given hexatonic cycle can 
move through a coupling augmented triad to a neighboring hexatonic 
cycle in three ways or back to a triad within its own cycle in three ways. 
If the transition is to a neighboring hexatonic cycle then the coupled con- 
sonant triads are related by inversion, and if the transition is within a sin- 
gle cycle, they are related by transposition. 
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is( fascinating(about( it( is(neither( its( analytical(perfection( in( three,( four,( or(however(
many( dimensions,( nor( its( ‘real’( existence( as( performed( sound,( but( rather( is( the(
movement(between(one(and(the(other.((
In(a(sense,(Hepokoski(and(Darcy’s(Sonata(Theory(presents(exactly(the(kind(of(
abstract(perfectionism(I(have( just(objected(to,(at( least(according(to( its(critics.( Julian(
Horton(has(outlined(an(approach(to(the(application(of(sonata(models(that(he(considers(
preferable;( the( similarities( the( approach( taken( here( are( clear.( Arguing( against( the(
concept( of( ‘deformation’,( he( argues( that( ‘nineteenthHcentury( sonata( forms( are(
therefore(in(essence(dialectical:(they(simultaneously(acknowledge(and(supersede(the(
highHclassical(model,(whilst(presenting(the(result(as(a(synthetic(whole.(The(dialectic(is(
the(norm(of( its( time;(Hepokoski’s(deformations(are( its( individual(manifestations’.67(
That(is,(according(to(Horton,(rather(than(attempt(to(classify(exactly(each(individual(
piece(according(to(a(Type,(one(should(recognize(that(it(is(the(movement(from((perfect)(
Type( to( (imperfect)( materialization( in( reality( that( is( at( the( heart( of( the( Romantic(
aesthetic;(I(believe(this(theory(is(borne(out(through(this(analysis(of(Mahler.(Monahan(








all( the( music( studied( in( this( thesis:( I( believe( it( is( a( hallmark( of( the(Western( Art(







vision’(of( the( final(movement’s( apotheosis.69(But( ‘apotheosis’( is(not(quite( the( right(
word.(Breakthroughs(are(understood(in(Sonata(Theory(as(codaHevents(that(make(up(
for(failed(sonata(schemes:(if,(for(example,(a(sonata(recapitulation(does(not(adequately(
secure( the( tonic( key,( some( ‘outside( force’( can( intrude(upon( the( coda( in( a( blaze(of(
glory—a(sort(of(tonal(deus!ex!machina.(In(other(words,(the(breakthrough(in(the(second(
movement(is,(first(and(foremost,(a(gesture(that(claims(‘D(major(is(the(answer(to(all(
















contrast,( it( is( part( of( the( octatonic( scheme( that( structures( the( second(movement’s(
surface.(As(Fig.(5.6(showed,(all( the(dissonant(tonalities(within(the(posited(A(minor(
tonal(structure(belong(to(the(group(generated(by(O2:(the(second(subject,(foreshadowed(
in( the( first(movement,(moves( from(F(minor( to(Ab(major;( the( fragment( of( the( first(










interloper( and( another( premonition( of( the( symphony’s( end):( C#–A–F–D.70( Darcy,(








of( D( major( in( triumphant( chorale( form,( could( signify( the( abandonment( of( the(





collections( that( are( the( hallmark( of( surfaces:( it( is( the( stability( hard( reality,( it( is(
plenitude.(





[...]( at(his( best( in(working(up(a( church( chorale”’.71(Adorno’s( critique( is( even(more(
damning:(‘his(voice(cracks,(like(Nietzsche’s,(when(he(proclaims(values,(speaks(from(
mere( conviction,( when( he( himself( puts( into( practice( the( abhorrent( notion( of(
overcoming(on(which(the(thematic(analyses(capitalize,(and(makes(music(as(if(joy(were(
already(in(the(world’.72(There(is(an(aesthetic(as(well(as(an(ethical(questionHmark(over(










globally(dissonant( sections.(Rather( than( signifying( the( ‘beyond’,( the( realm(outside(












necessary( absence( of( Being,( the( impossibility( of( looking( upon( the( Real,( and( the(
importance( of( the(movement( between( (rather( than( the( synthesis( of)( the( Ideal( and(
Material(poles,(are(all(central( to( the(concept(of( the(artwork—indeed(the(concept(of(
existence—that(this(thesis(has(been(arguing(for.((
( Perhaps(it(is(for(these(reasons(that(recent(commentators(have(been(moved(to(
comment( on( the(ways(Mahler( undermines( these( narratives( of( sublime( resolution:(
William(Kinderman( claims( that( the( intertextual( links( between( the( fourth( and( fifth(
movements(of(the(Second(Symphony(override(and(undermine(the(importance(of(the(
final( chorale;74( James( Buhler( investigates( the( way( that( the( chorale( at( the( end( of(
























Whether( or( not( one( agrees(with(Kinderman,(proof( that( the( Symphony( as( a(whole(
undermines(the(overblown(‘yeaHsaying’(that(Adorno(heard(is(not(within(the(scope(of(
this( chapter.( Instead—happily( for( this( reading,( perhaps—the( enormous( rhetorical(
claim(of(the(D(major(chorale(in(the(second(movement(eventually(fails,(and(we(are(left(

















There( is(a( fruitful( tension(at(work(here:(while( the( ‘core’(of( the(movement( is(extant(
within(the(sketches,(Adorno(suggests(that(‘the(music(itself’(can(only(be(brought(out(
by(means(of(the(missing(detail.(Out(of(all(possible(solutions(that(could(be(proposed(













concede( that( ‘the(music( itself’( of( the( Tenth( Symphony( is( irretrievable.(He( instead(






sketches( are( incomplete( enough( to( render( them( useless( for( performance—this( is(
separable(from(the(existence(of(the(music((itself),(which(can(be(inferred,(and(perhaps(
even( accessed,( through( contemplation,( that( is( to( say,( intellection.( It( is( debatable(
whether(or(not(Adorno(is(correct(in(his(rejection(of(completions(by(other(composers(
(how(important( is( the( ‘authenticity’(of(Mahler’s(hand( in( the(bringing( into(being(of(
music?(Naturally,(it(would(be(a(different(piece,(but(not(necessarily(any(less(of(a(piece),(




















appearings( of( an( inner(musical( idea,( the( final( stage( of( bringingHintoHbeing( of( ‘the(
music( itself’.(And( I( argue,( furthermore,( that( this( understanding( of( performance( is(
itself(being(performed(in(the(Fifth(Symphony:(Mahler(thematizes(the(bringingHintoH














drive:( death,( as( the( inevitable( and( necessary( end( of( human( life,( rendered(
consciousness( and( human( subjectivity( nothing( more( than( a( sheer( act( of( will,( an(











existence,( literally(giving( significance( to( the(passing(of( time,(by(making( time( itself(
signify;( as( Susanne( Langer( put( it,( ‘music( makes( time( audible,( and( its( form( and(




in( music:( ‘poststructuralists( would( agree( with( Heidegger’s( argument( that,( as( a(
languageHbearing( being,( man( invests( the( world( with( meaning,( but( they( run( to( a(
different(conclusion.(For( the(poststructuralist,( it( therefore( follows( that( the(world( is(
either(intrinsically(meaningless,(or(else(that(such(meaning(as(it(has(ought(not(to(be(
trusted,( because( it( was( made( up( by( a( controlling( elite’.84( But( in( a( Heideggerian(
reading,( precisely( because(what( is( human( about( humans( is( understanding,( that( is(
never(an(issue.(Meaning(may(be(incomplete,(but(it(is(never(absent—not(only(is(it(all(
we(have,( it( is(what(we(are:( ‘on( [Heidegger’s](view,(we(are( always(understanding,(
never( not( understanding.(As(Gadamer( puts( it:( “Heidegger’s( temporal( analytics( of(
Dasein( has,( I( think,( shown( convincingly( that( understanding( is( not( just( one( of( the(
various(possible(behaviours(of(the(subject(but(the(mode(of(being(of(Dasein(itself”’.85(
Even( Gallope( agrees( on( this( point.( Heideggerian( ‘Being’( is( broadly( analogous( to(
















I( am( led( to( conclude,( therefore,( that( both( parts( of( being( are( essential( and(
interlinked:(beingHinHtheHworld(is(partial,(a(mere(repetition,(founded(on(a(fracture(of(




repetition,( whereas( Thanatos( (as( transcendental( principle)( is( that( which( gives(
repetition(to(Eros,(that(which(submits(Eros(to(repetition’.87(Since,(following(Deleuze,(
the(‘Self(itself(is(a(contemplation’,88(this(has(ramifications(for(the(nature(of(time,(too:(
‘the( synthesis(of( time(constitutes( the(present( in( time.( It( is(not( that( the(present( is( a(
dimension(of( time:( the(present( alone( exists.(Rather,( synthesis( constitutes( time(as( a(
















and(Dasein.90( That( is,( he( stresses( that(music( is( only(mimetic( of( humanity,( it( is( not(
humanity(itself((albeit,(mimetic(in(a(strong,(Heideggerian(sense):(‘I(stress(again(that(I(
do(not(mean(to(equate(music(directly(with(Dasein:(they(are(utterly(different(things’.91(













is(precisely(not(by(simply(reducing( it( to( its(sounding,(or( to( its(use(as(a(medium(of(








( Nor( does( this( understanding( of(music( as( essentially( the(makingHsensible( of(
human(Being(have(to(conflict(with(any(theory(of(musical(performance—where(this(
chapter( began.( Indeed,( David( J.( Elliott( has( provided( a( compelling( theory( of( the(
performance(of(musical(thought:(‘that(the(intentional(human(action(we(call(musical(






on(musical( formalism—‘according( to( the(aesthetic( concept,(music( is(a( collection(of(
autonomous( pieces,( works,( or( aesthetic( objects( that( exist( to( be( contemplated( in(
abstraction( from( their( contexts( of( use( and( production’93—Elliott( moves( to( a(
provocative( rallying( call( for( a( reconceptualization( of( how( music( and( knowledge(
interrelate.(Far(from(opposing(the(uncovering(of(a(piece’s(internal(workings(with(its(





There( is( a( critical( lack(of(understanding(about(what( successful(practitioners( actually(
‘know’( when( they( know( how( to( do( something( well.( On( one( hand,( we( have( little(














but( rather(created( in( the(act(of(performance’.95(The( type(of( creation(Cook( is( talking(
about( is(precisely( that(pure(physicality( that( contrasts( so( strongly(with( supposedly(
‘musical’(meaning:( ‘one(would( understand( ensemble( performance( as( a( process( of(
interpersonal( negotiation( (of( rhythm,( tempo,( texture,( dynamics,( articulation,( and(
intonation),(the(outcomes(of(which(may(be(in(some(respects(scripted(by(a(score(but(
remain( fundamentally( emergent.( Put( another(way,(music( is( the( audible( trace( of( a(
process( of( social( interaction’.96( On( the( other( hand,( Elliott’s( conception( of( musical(
creation(is(powerful(precisely(because(it(relates(to(knowledge,(not(as(a(demonstration(
of( some(prior( (verbal)(knowledge,(but(as(a( form(of(knowledge( itself:( ‘Gilbert(Ryle(
makes( the( point( succinctly:( “Overt( intelligent( performances( are( not( clues( to( the(
workings(of(minds;(they(are(those(workings”.([…](The(notion(that(thinking(is(a(purely(
“mental”(phenomenon,(that(thinking(is(only(expressed(verbally,(still(dominates(many(
philosophical( considerations(of( epistemology(and( cognition’.97(He(uses( an( analogy(



















one’s( concept( or( interpretation( of( the( composition( (as( one( might( assert( one’s(







music( and( language,( because( his( whole( point( is( that( knowledge,( while( it( can( be(
expressed(in(language((understood(as(a(verbal(or(written(phenomenon),(can(likewise(
be( expressed( in( action,( including( musical( action.( And( since( these( actions( thereby(
become(‘thoughtHfull’,(as(he(puts(it,(he(also(opens(up(the(possibility(to(transcend(the(
critique( that( musical( formalism( is( tainted( by( its( association( by( language.( On( this(
reading,( musicHtheoretical( insights( would( not( be( troublingly( restrictive( linguistic(
formulations(foisted(upon(some(freer,(socialized(form(of(musical(performance;(rather,(













in( performance( is( a( dialectic( between( the( ideal( content( of( music( (wissen)( and( its(
material( execution( (können).100( It( is( therefore( possible( to( talk( about( a( ‘horizontal’(
relationship(between(the(score(and(performances,(albeit(in(a(subtly(different(way,(if(
rather( than( being( treated( as( coHextensive—either( singly( or( in( concert—with( the(
musical( ‘work’,( they(are(understood(as(different(material( instantiations(of(an( idea.(
They( are( the( bringing( forth( in( music( of( an( idea( of( the( Self,( the( secret( subject( of(









place,( a(materialist( dialectic—first( introduced( in( Part( II—has( been( proposed,(with(
musical(performance( seen(as( (part(of)( the(necessary(materialist(pole,( bringing( into(
being(something(called(‘music’,(which(ultimately(has(been(shown(to(be(of(a(piece(with(
human( consciousness,( and( by( extension( humanity( itself.( There( are( various( ethical(
facets(to(this.(There(is(an(ethical(undercurrent(to(the(overriding(question(of(this(thesis,(
namely,( ‘what’s( the(point(of(writing(about(music?’:( given( the(basic( injunction( that(
actions(should(not(make(the(world(worse,(and(ideally(should(make(it(better((rather(
than,(for(example,(being(pointless),(this(chapter(has(shown(how(theoretical,(analytical(
writing( about(music( is( neither( deleterious( or( redundant.( I( have( responded( to( the(
charges( levelled( against( a( certain( type( of( abstract,( ideal( engagement( with( music,(







I( furthermore( demonstrated( that( the( approach( advocated( by( the( ‘Music( as(
Performance’( movement( fails( to( give( an( account( of( musical( performance( in( an(
intellectually(rigorous(way,(abdicating,(meanwhile,(their(ethnographic(responsibility(
to( engage(with(Western(Art(Music( in( the(way( it( is( intended( to( be( received( by( its(
practitioners,(by(erasing(the(invocations(of(transcendence(and((semiH)autonomy(that(




Auslander’s( comments( on( the( modest( dress( and( lighting( of( classical( musical(




It(would(be(wrong,(of(course,( to(posit( this(as( the(only!way(that(Western(Art(
Music( can( (or( should)( be( approached:( to( do( so( would( be( an( authoritarian(move,(
empowering(only(a(very(narrow(means(of(understanding(music,(to(the(disparagement(
of( countless( other( ways( (some( of( which( were( outlined( in( Part( I).( It( is( therefore(
extremely( interesting( to( note( the( implicit( authoritarianism( of( Cook’s( position,(
determining(in(what(ways(music(ought(to(be(significant,(to(the(exclusion(of(theorists,(
analysts,( and( as( has( been( shown,( the(performers( themselves.( Indeed,( a( theoretical(
understanding(of(music( is(decidedly( less(authoritarian,(since( in(an( ideal(world((no(
pun(intended)(any(enculturated(listener(is(capable(of(understanding(a(musical(work(





authority( to( those( in( control( of( the( transmission( of( the( performance—usually(
performers( themselves,( but( also( festival( directors,( architects,( and( of( course(
performance(analysts(themselves,(who(act(as(mediating(forces(between(performances(
and(readers.(With(no(other(recourse(on(which(to(fall(back,(we(only(have(access(to((for(




particular( approach( to(writing( about(music( is(worthwhile( or( a(waste( of( time( and(







explicitly( disavows( any( real( ontological( investigation,( relying( instead( on( a( purely(
ontic(formulation(of(music,(which(in(this(thesis(has(been(aligned(with(materialism(in(
its(philosophical(and!political(senses—caught(up(in(relativism,(commodification,(and(




in( line(with( the(political(desires(of( late( capitalist(hegemony,(but—as(Alma(Mahler(











network(of( hexatonic( relations,( or( a( collection(of( shared( themes.(Nevertheless,( the(
purely( materialistic( regulative( concept( theorized( by( Goehr,( or( the( performative(
horizon(outlined(by(Cook(now(no(longer(function(either,(given(just(how(far(beyond(
any(plausible(score(or(possible(performance(the(analysis(above(has(travelled.(Rather,(












object,( it( is( something( into( which( work( has( been( put.( Likewise,( and( again( in(

















Under(a(Marxian( reading,( the( recognition(of(a(piece(of(music(as(a( ‘work’( is(
inherently( a( temporal( concern,( since( human( work( is( principally( understood( as( a(
‘coagulation’(of(socially(useful(labourHtime.(Since(alienating(an(object(from(its(labourH




everything.( Whilst( the( idea( of( a( musical( object( congealing( time( within( itself( is(
attractive,(I(do(not(think(one(needs(to(be(as(blunt(as(this.(Instead,(Hannah(Arendt’s(
distinction(between( ‘labour’( and( ‘work’( is( useful( here.( For(Arendt,( ‘labour’( is( that(















far( are(unmistakeable:(Heidegger’s( prioritization( of( understanding( as( the(Dasein’s(
mode( of( being,( Freud’s( elevation( of( consciousness( to( an( excrescence( in( excess( of(











him( the( most( resilient( and( most( paradoxical( of( animals’.107( This( is( based( on( his(






















word)( not( because( they( last( forever,( but( because( they(point( to( the( timelessness( of(
human(Being:( ‘because(of(their(outstanding(permanence,(works(of(art(are(the(most(
intensely(worldly( of( all( tangible( things( […].( It( is( as( though(worldly( stability( had(
become(transparent(in(the(permanence(of(art,(so(that(a(premonition(of(immortality,(
not(the(immortality(of(the(soul(or(of(life(but(of(something(immortal(achieved(by(mortal(






which(man( creates( as( his( home( on( earth( as( the( corresponding( properties( of( other(
animal(species’.112(Thus,(although(life(is(temporally(limited,(linked(to(a(cycle(of(growth(
and(decay((or(as(Deleuze(would(say,(‘bare(repetition’)(living(is(eternal,(and(it(is(to(that(












This,( it( seems,( is( the( definition( of( ‘music’—that( is( to( say,( Art( Music—that(
Nicholas( Cook( seemed( so( keen( to( maintain,( as( something( existing( outside( of( its(
performances,(although(it(runs(counter(to(his(overall(point.(For(if(this(is(the(case,(then(
when( music( is( ‘choreographing( social( relationships’,( or( ‘expressing( […]( group(
identities’,(then(it(is(not(being(music,(in(this(sense.(The(work(is(only(the(work(of(music(




not( the( accumulation( of( a( history( of( performances,( it( is( the( bit( that( was( never(
performed,(and(could(never(be(performed.(‘Music’,(in(fact,(is(not(for(listening(to,(nor(
for(performing(because(it(cannot(be(heard:(it(is(purely(conceptual.(Crucially,(it(is(now(
clear( that( the(work( is( not( external( to( the( piece,( its( score,( or( its( performances,( but(













This) thesis) set) out) to) consider) why) anyone) might) want) to) write) about) music,) a)
question)with) a) variety) of) ethical) implications)depending) on) the)perspective) from)
which)it)is)examined.)The)ways)in)which)writing)fixes)meaning)and)limits)subjective)
response,)the)question)of)whether)a)distinction)can)be)drawn)between)writing)about)
‘music’) rather) than) musical) situations,) and) the) question) of) whether) doing) any)
variation)of)those)things)is)useful—politically,)socially,)philosophically—were)all)laid)
out,)along)with)their)relationship)to)the)different)aspects)of)contemporary)musicology,)
in) the) Introduction.)Over) the) course) of) five) chapters,) I) have) attempted) to) explore)
possible)answers.))
) I)demonstrated)in)Chapter)One)that)the)vast)majority)of)research)into)the)ethics)
of) music) centred) on) music) as) a) medium) for) the) interaction) of) people:) a) site) of)
possibility)in)which)ethical)situations)arose.)I)concluded)that,)despite)its)foreclosure)
by) the) New) Musicology,) the) consideration) of) music) ‘as) music’—that) is,) the)
consideration) of) the) interaction) between) music) and) people—was) worthy) of)
investigation.) This) prompted) a) thoroughgoing) reGevaluation) of) music’s) ontology.)
After) showing) how,) despite) allegedly) being) founded) on) poststructuralist) thought,)
New)Musicology)tacitly)reinscribes)the)selfGpresent)subject)as)primary—and)for)this)
reason) rejects) any) encounter) with) ‘music’,) preferring) to) focus) on) subjective)
































ideal,)one)which)either) renders)his)music)unintelligible,)or)expands) just)enough) to)
include)it)without)ever)upsetting)the)rigidity)of)the)discursive)model.)In)contrast,)I)











light:) no) longer) restrained) to) the) margins,) I) concluded) that) his) contributions)
fundamentally) destabilize) the) social,) gendered,) and)musical) norms) in) a) way) that)
shows) they) are) not) only) fundamentally) negotiable,) but) indeed) merely) material)
reductions)of)a)wholly)excessive)ontology.))
) Chapter) Four) attempted) to) generalize) the) materialist) dialectics) of) Chapter)
Three) in) order) to) give) a) better) sense) of) how) that) excessive) ontology,) beyond) the)
narrow) confines) of) tonal) normativity,) might) be) significant.) Introducing) the)




and) theoretical) elements,) but) rather) described) its) quality) of) excess—the) Real,) in)
Lacanian) terms,)or) its) ‘inner)core’) in)Lukácsian)ones—something)that)enabled) it) to)
escape) its)historical,)geographical,)or) interpretative)bounds)and)become)significant)











variety)of)music) (including)most)of) the)operatic) repertoire,)galant)music,) character)
genres)such)as)the)minuet,)and)a)type)of)music)publication)intended)specifically)for)
young)girls))activated)misogynistic)tropes,)and)even)participated)in)the)oppression)of)
women,) they) refused) to) engage)with) the)question)of)whether) the)offending)music)
could)still) in)good)conscience)be) tolerated,)and) if) so,)on)what)grounds.)While) two)
authors—Samuel) Breene) and) Matthew) Head—did) outline) ways) in) which)
misogynistic)tropes)could)be)resisted,)I)demonstrated)their)reasoning)to)be)illogical,)
and)came)to)an)alternative)conclusion.)While)they)propose)that)pieces)of)music)can)




allows) them)to)be)understood) in)a)different)way.) I) therefore)suggested) that)one)of)
music’s)most)important)features)is)not)the)way)it)encodes)a)specific)cultural)history,)




makes) only) one) demand:) to) recognize) the) ontology) of) the) situation,) namely) the)









Performance’.) I)demonstrated) that) the) ‘Music)as)Performance’)paradigm)is) riddled)
with)logical)inconsistencies,)tacitly)reassigns)authority)to)performance)scholars)rather)







within) the)material) ground) of) a) piece) of)music,) nothing) other) than) a) reflection) of)
human)consciousness) itself.)A)musical) ‘work’)was) thus)no) longer)understood)as)a)
piece)of)music’s)identity,)but)rather)the)state)of)being)a)materialization)of)an)idea:)when)
a) human) thoughtGprocess) is) brought) into) being) through)music,) a)musical)work) is)
being)‘performed’.)I)argued)that)this)very)process)is)dramatized)the)second)movement)
of)Mahler’s)Fifth)Symphony.)This)dialectical)materialist)understanding)of)the)workG





to) the) capitalist) (and) especially) neoliberal)) tendency) toward) universal)
commodification.)
) This)thesis)has)therefore)made)several)original)contributions)to)the)discipline)










) I) have) introduced) new) ways) of) understanding) the) music) I) have) analysed,)
including) providing) the) first) comprehensive) analyses) of) the) Schubert) and)Mahler)
movements.)But)more)than)this,)I)have)sought)to)provide)new)ways)of)understanding)
these) works) in) relation) to) a) much) broader) cultural) framework,) especially) in) my)
attempt)to)reGorient)the)discussion)of)Schubert’s)relationship)to)Beethoven.)The)links)
I)proposed)between)neoGRiemannian)theory)and)the)materialization)of)music,)either)
physically) at) the) keyboard) or) in) the) broader) sense) of) ‘performance’,) poses) new)
questions)about)the)role)of)theory)and)analysis)in)arenas)from)which)it)is)traditionally)
excluded,)and)invites)further)investigation.))










the) structure,) value,) and) accessibility) of) highGlevel) academic) training.) An) urgent)
discussion)is)well)overdue)about)the)role)of)art)and)its)interpretation)in)contemporary)
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would) raise) even) more) questions:) the) consideration) of) music) that) predates) both)






















an) abstract) assessment) based) on) a) situation’s) relationship) to) purely) ontological)
concerns,)and)politics,)which)I)saw)as)practical) interventions)in)material)situations.)
This)thesis,)as)the)title)suggests,)is)largely)concerned)with)ethics;)yet,)at)various)points,)
I) have) not) restricted) myself) to) ethical/ontological) commentary,) and) entered) into)
political,)economic,)and)social)critique.) Indeed)at) times) the)distinction)between)the)




could) not) be) otherwise.)As) this) thesis) has) attempted) to) demonstrate,) the) defining)
feature)of)human) intellectual) endeavour) is) the)dialectical) relationship)between) the)
ideal)and)the)material)levels:)what)exists)ideally)is)only)accessible)through)its)material)
expression,)and)so)it)is)with)ethics.)This)thesis)is)a)21stGcentury)thesis,)and)it)responds)










confusion) on) my) part—or) an) attempt) at) deceitful) substitution—between) two)




would) simply) be) the) postmodern) individualist) relativism) that) I) was) careful) to)
dismantle) in) Part) I).) Rather) it) is) because,) as) far) as) I) have) been) able) to) ascertain,)
misogyny)and)capitalism)distort)fundamental)ontological)truths)about)human)being:)
namely,) that) first) and) foremost)humans)are)defined)by) their) consciousness)and) its)
dialectical)relationship)with)the)material)world,)something)which)not)only) joins)all)
humans) together) equally,) irrespective) of) any) material) difference,) but) anchors) a)
significant)proportion)of)what)makes)us)human)in)immaterial,)ideal)concerns.)Racist,)











capitalism).) That) period) of) history) was) characterized) by) declarations) of) endings:)


















McClary) famously)wrote,) ‘I) am) no) longer) sure)what)MUSIC) is’.2) The) subsequent)
decades) have) shown) that) the) assertions) of) Fukuyama) and) Brown) were) grossly)
mistaken;)Part)I,)likewise,)showed)that)while)the)New)Musicology)was)successful)in)
decentring)the)discipline)away)from)its)blinkered,)formalist)past,)it)did)not)escape)the)
pull) of) ideology,) but) rather) entrenched—albeit) in) a) subtle,) camouflaged)way—the)
damaging) postmodern) nihilism) of) the) age.) In) all) cases,) then,) the) old) ideologies)
continued)as)before,)except)that)for)a)time)they)did)so)‘under)the)radar’.)While)it)may)
now)be)‘acceptable’—after)the)most)prolonged)economic)depression)in)a)century—to)
once) again) voice) a) distaste) for) the) workings) of) capitalism,) and) it) may) now) be)

















lesser) extent) on) the) rejection) of) the) ideal) level) of)music,) in) line)with) broadly) lateG
capitalist) trends;) Part) III) made) much) the) same) argument) in) relation) to) Music) as)
Performance.)This)thesis)has)made)a)strong)case)for)the)importance)of)engaging)with)
the)ideal)component)of)art)music—indeed)the)entire)project)is)a)defence)of)the)concept)
of)McClary’s) problematized) ‘MUSIC’.) And) thus,) contrary) to) the) general) thrust) of)




This) thesis) in) no)way) excludes) the) possibility) that) other)musical) traditions)







more) than) petty) counterculturalism),) but) rather) the) long) and) deleterious) trend) of)
advancing)materialism)that)seeks)to)turn)us)into)merely)producing)bodies,)and)turn)
us) away) from) what) defines) us) as) thinking,) feeling) beings,) an) enduring) and)












However,) despite) enculturation) being) universally) possible) (since) human)
ontology)is)primarily)defined)by)intellection)through)language),)whether)or)not)it)is)
universally)available)is)purely)political.)It)is)entirely)dependent)on)the)reallyGexisting)
opportunities)for)exposure)to,)and)education)about,)art)music.)Marginalizing)the)ideal)
content)of)art)music)may)originate)as)a)philosophical)act—and)I)believe,)and)have)
attempted)to)argue,)that)it)is)a)misguided)one—but)it)ends)up)being)a)political)one.)
The)solution,)therefore,)is)likewise)twofold,)and)dialectical:)philosophical)projects,)like)
this)one,)and)political)projects,)like)the)free)and)full)education)that)made)it)possible.))
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